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Not being educated myself, It had always been 
my wish that my son be a graduate Because 
i knew the future would open out for him. 

Thanks to my Savings Account at State Bank. 

I have been able to educate my son 

i didn't have to beg, borrow or steal Or ask 
anyone for favours 

I simply started an account at State Bank 
Today ni v dream has come true, throuqh mv son 




Security is 


a warm feeling. 
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Soul Searching in Classical Hindustani Music 


By 


SAKUNTALA NARASIMHAN, ASST. EDITOR “ FEMINA 


One of the most common reactions positions) and taking liberties with 


of lay listeners asked to compare contem 


is 


porary Carnatic and Hindustani 


khayal 


is can and often does get away with not 


t at the former is dominated by words singing the * antara ’ or the second half of 
(sahitya) while the latter is characterised the sahitya, whereas no kriti can be simi- 

by sparseness of lyrics. Jarly left half-sune without inviri™ instant 


To a certain extent, this contention is ridiCU ' C a ° d thC Wr * th ° f hsteners ’> 


valid. Carnatic music concerts are taken up 


As in all Indian arts, the warp in our 


mostly by compositions like kritis, javal.s \ > ° UI 

etc. wh,ch compared to the kh'yal (the , haI of devotion. (Even when lyrics des- 
mainstay of the north Indian concert) cribe the yearnings of a woman for her 
has more words, set more or less rigidly to beloved, the deeper mystical interpretation 

H natfArn rtf . 


a pattern of rhythm. 


has always been that of the atma or sou 
yearning for union with the paramatma or 


In contrast, the kheyal as it is sung godhead). And devotion mostly rides 
today has a very loosely knit, pliable line the vehicle of words (sahitya). 
of lyrics that individual performers mould 
or stretch according to their fancy. While Which meant that when instrumenta l 
instrumentalists in the Carnatic tradition nius * c began to take precedence on the 


on 


9 - ^ * 


and other compositions 


various reasons 


m 

as vocalists, north India instrumentalists one * s instrumental sounds were easier 
mostly take up * gats ’ which are just to cn jov for those who did not understand 


take up * gats ’ which are just to enjoy lor those who did not understand 
notes or tunes set to tala, without tiic language of the lyrics and therefore 


any corresponding words. 

Taking Liberties with old Forms 


Over the last 50-70 years, this trend 
has perhaps intensified, with i lie passing 

into near oblivion of the traditional 
Dhrupad form (along with other forms 


a Horded greater chances of rapport bet- 
ween performer and audience; another 
reason was that with modern lifestyles 
shying auav from the rigours of Ion it. 


srning auav from the rigours of long, 
extended training that earlier generations 

went through, it became inevitable that 
voice culture along with other training for 
melodic delivery vvould become a cas- 


hke Omiuranga. Th.ruval etc.) and the ualty of faW . ' , ljvi 

increasing trend rii'n nmona LUn. . * r _ 


increasing trend even among kl 
gers to offer truncated * cheezas 


sounds, therefore, ofler greater attractions 
compared to vocal performances) this 




ft? 


A UNIQUE BLEND OF SCIENCE, 
BUSINESS AND PHILANTHROPY 



The Wellcome Foundation, London, 

of which we are one of the worldwide 

constituents, is a unique pharma- A , , 
ceutical organisation. There are no " ddlt,onal| V- Welcome's own research 
public shareholders, and all distri- * n fecen * V ears has developed important 
butable profits are donated through drUfls * or cancer < heart failure, leprosy, 

The Wellcome Trust, a recognised malafia < various infections, and organ 
public charily, for the advancement of tr ansplantation. 

In every sense, mankind has shared the nrrt f;* c 
58 3t Wollco, »»- «March is our only shareholder. 


rn 


throughout the 


heme and allied fields 
world. 


Wellcome 


Burroughs Wellcome & Co. (India) Pn 

16 Bank Street Bombay 400023 

medicines for mankind 


Ltd 



ultimate goal of music (of being offered 

as devotion to the Lord) found itself at 

the crossroads. 

Well, not quite perhaps; for pure 
aesthetics {/asafiubhooti) as an emotional 
experience unconnected to the word con- 
tent ot a piece of music has always been 
recognised and accepted among the norms 
of our musical systems. If an alap 
elaboration using only note combinations 
without any sahitya could offer aesthetic 

w 

pleasure, then sahitya could be regarded as 
not indispensable. 


iy dispensing with milk altogether will 


mean no loss in taste” — the proper 



should be, ‘‘if the milk is weak, I must get 

better quality so that my pudding is as 
enjoyable as it ought to be ,,.**) 


One opinion also holds that when the 
M usl im performers sang compositions in 
Brijbhasha (the language of most of our 
extant khayal compositions) or Sanskrit 
Which they did not understand, the words 
inevitably got mangled, with resultant dev- 
aluation of the sahitya element. 


Once this premise was granted, there 

nevitably arose considerable scope for 
interpreting it in such a manner that words 

could be considered unimportant, or at 
best ot minimal importance, in the scheme 
of aesthetic priorities. 

Besides, when new ragas were borrow- 
ed from the Carnatic system, it became 
necessary to create lyrics for the new 
melodies (when performed as khayals by 
vocalists i and, in the absence ol dedicated 
vaggeyakkaras well-versed in the rules 
governing the frame work of a composi- 
tion (prosody, rhyme, musical and rhy- 
thmical accents, for example) vocalists 
themselves rigged out some kind of basic 

framework on which to build their clabor- 

jm | 

ations. * Compositions in such cases, 
became mere formalities, to be gone 

through quickly or cursorily, with the 

spotlight on the edifice erected on this 
* composition ' ‘.rather than the beauties 
inherent in the composition itself. ( ‘This 

amounts to saying," comments one vid- 

wan. that the milk with which I am 
making the pudding is weak, therefore 


Elaborate Raga displays 

With lyrics thus steadily losing impor- 
tance in Hindustani classical performances, 
today’s recitals have become characterised 
by long-drawn out expositions of the raga 
aspect instrumentalists as a rule start with 

an elaborate alap and follow it up with an 
equally elaborate jod and jhala, so that by 

the time they take up the * gat ' with 

rhythmic accompaniment, it could be much 
mote than an hour (for a single raga). At 

times the * gat ' is even dispensed with 
because, inevitably, it makes for a repeti- 
tive development through stages that the 
alap has already covered. No wonder, then 

that south Indian listeners get the impress- 
tion that Hindusthani recitals are long- 
drawn out and repetitive while Hindustani 

listeners (by now, used to this kind of 

meandering exposition) feel in turn that 

Carnatic music suffers from an overdose of 
words. 

Soul Searching 

The pendulum, having swung to one 
extreme, in favour of melody at the 

expense of sahitya, has inevitably to start 





swinging back in the other direction. And 

* 3 Prelude “» ‘hot. some soul-searching 
seems to have begun. In a recent inter- 
view, sarod maestro Amjad Ali Khan has 


said that it is necessary to curtail the long, 



ng expositions of alap in Hindu- 
stani music (instrumental recitals) and 


give greater importance to the bandish 

(composition) “because compositions bring 

out the beauty of raga equally well - it is 

possible to do a satisfactory alap within 15 
minutes....” 


or a feeling shared by other performers in 
Hindustani music too ? 

Diverse opinions 

True, compositions are end-products 
of years of melodic viability tests/’ agreed 
some of the veterans I spoke to. “They 

are not spur-of-the-moment concoctions; 
the ‘prayogas’ are technically meant as 

lexicons of melodic grammar, distilling in 

their framework the essence of the raga". 


composition 










but a 


pande has said in his book on musical for 

traditions, The cheez itself, if sung pro- polished and carefully thouehV/i “ 

strsv r«— — — r grt, ‘ <• *■ "s 

notes Which make up the raga, indicate Aments of the raga. Kritis are perform- 
eir re ative importance in the raga theme, e( * ^ us ' as musical works with beauties of 
shows which notes will be highlighted and their °wn, irrespective of the scope afforded 
and which not, which notes will produce for free play of imaginative development, 
directly and which only obliquely, indicates (Apart from this, there is, also, the beauty 
the notes on which the singer will dwell of the mea nings of the sahitya* which can 

longer and others on which he will pause b e an additioual element in aesthetic enjoy- 

only briefly in other words, in the ithayi A * " “ ‘ 

the singer presents the outline of the raga 
and maps out its domain; it serves to 


ment). At the moment, the kharal 

•■r 

on this count, being used almost e 
as a 





stv 




on which to hang one’s imaeina 



the 



framework of the * IVC „ prowess. Further enrichment 



within which its detailed structure 
will be subsequently built up.*’ 


possible by 


is 



composition to a 


place of greater importance than it has at 



In a break-away move, he has even 
been known to begin recitals (e.g.. his 

national programme recital a few months 
ago with short, drut compositions instead 
of the prevailing common sequence of 
'ativilambif (alap) , jod, jhala and mlambit 
gat’ before going on to drut. 

'Bring back the bandish’ is the thrust 
o! his theory. Is this an individual opinion, 


“This is exactly why the ‘gayaki* *ang 
is assuming so much popularity among 
Hindustani instrumentalists.” points out 
another veteran instrumentalist - only to be 
refuted strongly and most articulately by 
scholar-musician It. G. Gindc, a disciple of 
the late S. N. Rataojhankar. who has put 
•n nearly four decades as teacher and per- 
former (Rataojhankar in turn was a 
disciple oi Pandit Bhatkhande). 






The lure of Alap 


if one needs rhythm as a crutch to lean on; 


’ with. 


Kecalling that the sarod maestro (who rb y tbm * s not something to ‘fight’ with, 

is advocating the elevation of compositions kut l ° ‘play’ with; and once this is lost 

to eminence on the Hindustani platform i >lghl ,as in the faste r, rhythm based 
had once begun a concert with a perform- portjons of a Hindustani concert, or 
ance of ‘Raghupati rajaram*. Prof. Ginde ^ Ur * n 8 involved swara singing in Carnatic 


points out that he can recall instances, when 

audiences sat fhrnii«v, k A >.. .. _i 


music) 


sat through two-hour vocal sorts,... 


recitals of only alap (in a single raga , and 
relished it. ‘-As long as there is some- 
thing aesthetically worth while and the 


in the South, too 


ideas ar*. a - , luo Which brings to mind a similar con- 

al aft can be ' en ° Ug | h t0 avo,d re P e tition, troversy in South Indian music too some 

done in depth without impo- years ago, when a Vina vidwan cut a long 

jng time limitations/’ he says. Training in playing discontaining only raga alapanas, 

rupad singing gave one the capacity to without any kritis or other compositions,' 

smg elaborate alaps whereas today this and wi *hout any rhythm, to make the 


aspect is neglected. 


point that even such 


rhythm-free 


Duels 


Compositions, particularly for instru- 
mentalists, take on an attraction not 


exposition can be enjoyed as good music. 
The point is: are those swearing by long 
alapanas and those others who are for 
importance to be given to lyrics and com- 


because of the intrinsic values of melodic P ositions > both referring to the same goals, 

grammar or aesthetics in them but because or talkin 8 about the same thin 8 ? If il “ 
of the scope that the rhythm-based tune J ust musical 4anaada ’ (rasinubhooti) or 
gives the performer for ‘duels 4 of show- aesthetic enjoyment per u that is sought, 

manship with the percussionist, **Take alapana can hold its own as I s any 


manship with the percussionist. Cl Take v 1 own as s ^ 

away the percussions! and make an honest other aspect of classical music. If it is the 

assessment of how much melodic content is totality of musical experience that one is 

left in today’s typical recital - and you will referring to, its nurturance, safeguarding 

understand the depths our music has sunk and promotion on a wider plane over a 

to," he says, reiterating that making a con. period of time, relegating sahitya to secon- 

scious effort to win a mass following for a dary importance, will mean a definite loss 

basically classical, elitist art that cannot, and deprivation. 


by dc initioo, have mass 
reflect on standard - 


appeal, is bound to 
which is what is 


This holds true of both south and 


happening. “The boredom is not because north Indian 


of long-drawn ataps or the 


bsenee of 


sic - to quote Balamurali's 
itya is a medium, the 


bandish, it is caused by plain bancruptcyof vehicle of our music - and music 


w 


die 


musical ideas and of imagination...absence without 


Mu! attention to this aspect. 


of the rhythm element (in .afap) makes for the happens to be a type of com 
r epetition and rambling expositions only position that does not depend on sahitya 


7 



Basic Norms 


V M I Uli|l V UJUJIV I VI. ' l|Hhl 


fcj M V ft It 


tions (like the pallavi...’* 


To talk in terms of raga (alapana) and 

compositions as if the two were mutually 

exclusive would be to treat only a partial 

aspect of the whole scene. Do we need 

compositions (in Hindustani music)? Yes 

of course - they enrich the system and add 
to the body of aesthetic heritage passed on 

from generation to generation. But can 
we have a (particular) recital accentuating 
only the alap aspect with little (or very 
little) emphasis on compositions, and still 
make a success of it? Yes, again - but 
then one concert (or even a few) does not 
a heritage make, just as one swallow (or 
koyal) however welcome or pleasant 
does not make a summer. 

“Words have, on the one hand, a 
literary quality and on the other, a musical 

quality. In language its function is to 
communicate meaning, in music it is to 

help swam attain a higher kind of meaning 
and significance,..'* (Vamanrao Desh- 
pandc),.. the word in a musical composi- 
tion,^ subservient to its music... in this 
process it adapts itself to what the music 
wants to get out of it...” 


In the final analysis the problem 

;<t .mo nf kaciV Hisrinline - certain norms. 


have been drawn up over decades of 
trials and those have survived the test of 
time. While innovation is fine provided 
it is based on rational thinking and a 


genuine need for change), gimmick- 
mongering in the name of innovation can 
only be construed as lack of discipline or 

the absence of respect for procedures 

■ 

■nvolved and accepted as proper over time. 


Today, personality projections and 
charisma take precedence over traditionak 
competence or discipline; and once the 


glamour of popular following has been 
established, it is sometimes treated as a 
licence to play around at will with 


procedures, grammar and sequences 
because one can get away with it. Person- 


ality-bound vocalism (or instrumental' 


competence) often does take precedence- 
over scientific correctness (readers can 



up their own examples!) and this 


good not just in the limited context 
ol Hindustani music and the place of 

compositions in it, but for music in general. 
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Music & Modem Times 

BY 

K. V. SASTRY 


AJ Presidential address is a necessary 
ritual in any conference. 13 men of music 
have performed this duty from this seat 
before. The previous Presidents have dealt 
in detail with the Puranic and historic 
background, the spiritual values, the abid- 
ing religiosity, the abiding qualities and 
powers of music and so on. I do not want 
to repeat the same thoughts. I prefer to 
leave the Gods, Gandharvas and 
Apsaras to themselves in their own world 

and shall confine my speech to music on 
this earth. Even there, ! wish to concent- 
rate mostly on its relation with society, its 
current state and problems etc. 

We revere the great tradition of our 
music and divine origins and also are proud 
about it. We believe that it has come 
!Own in the same lorm from thousands of 

years. Against this background let us, 
for instance, imagine that if a musician of 
the previous ages-that is a musician of the 
17- 18th century-came to life and takes a 
look around today, what could be his 
reaction ? 

The Changed Situation 

First of all, he is struck by the silence 
at homes due to the absence of sounds that 
were familiar in his days. He misses the 
melodious sounds of songs that were a part 
of the daily worship, the festivals and 
other social functions, i he women and 


children who sang with enthusiasm and 
rich voices the songs and verses suitable to 
the occasions, are now dumb. Even the 
men cannot recite verses musically. The 
girls at homes do not even know how to 

sing. But he also hears some strange 
songs there, which come out of some 
machines and which are beyond his 

comprehension. 

Coming out of this home, he feels the 
absence of the melodious sounds of the 

musical instruments in the temples, 
i nstead he is greeted by some strange 
music in shops and public places. Bewilder, 
ed, he goes in search of a place where he 
could listen to good music. When he 
arrives at the building to which he was 
directed, he is not allowed in. He has 

to pay some money, receive a piece of 
paper and get in. He is again confused 
whether this is a shop or a congregation 
of musicians and music lovers. It is a 
strange experience for him. 

A totally new set-up 

Entering into the building, he finds a 
stage at one end. The musicians are seated 
on it. He feels that the music emanating 
from that platform is not as virile and rich 
as in his times. He finds a change in its 
form and it tastes different too. He also 
notices the undue importance to the 
supporting instrumentalists. But all of 


* Extracts from the Presidential address of Shri B. V. K. Sastry at the 14th Music 
Conference of the Bangalore Gayana Samaja held to 1982. 




them seem restless and in a hurry. He a new look and direction to the art, that is, 
misses the serenity. The audience in the the musicians themselves, are at a loss to 

hall is also ten to twentyfold more than understand all this and unable to provide 
"‘ ul ’ u * could find in his times, but bchav- any solutions, ( his is because though they 
mg differently. The discipline and con- are physically present in the 20th century, 
centration of ,his times is absent. Freely mentally (that is, as it applies to music) 

whispering and conversing with each other, they live still in the 13th century. As a 
they suddenly get up and go out, all of consequence we find an uncertainty and a 
which were considered a breach of etiquette dissatisfaction in the art world now. 

1 __ i * . * _ 


ion of his times is 


whispering and conversing with each other, 

VP r 

they suddenly get up and go out, all of 

which were considered a breach of etiquette 

.1 * * _ . , “ ■ ■ _ » 


during his times. And then there is some 
sort of missile shaped contraption iQ front Art, a part °* temporal life 

s -LZ e m h The h m0St im P° rtant *** effected in 

He grieves at the passing away of our time ^ IthT'''" 0 ^ “ the premium on 
o t At i / m «*.. _ urnCw It has hprnm^ ** <#•**« *. 


glorious music tradition. 
_ • 


at the passing away of our 

ic tradition. But then, what 




out us now? We feel that 


happening 

tradition. 


, ^ - VU 

time. It has become a precious commodity 
and has guided and limited our activities 


are in 


that all these eu,ucu ana Jimited our activities 

accordance with Music * to °, cannot escape from this effect 

jAl a — _ 


Change in Values 


There 

situation. 


As a consequence all its activities concern- 
ing learning, singing and listening have been 
restricted by this time factor. And the 

,°r/^i Ual,tieS ,0 ° are «= h “gi-8- Art. 


is a reason for this peculiar mjM cfb7inl7tlTr Ari * 

"ily were evolved about inn J Ump ° Tal */»• The 


-u«c currently were evowid .born 300 anciem “r T * * The 

f' ars a *°- ln a different environment and Atmas !”* ,S ° f Nadanusa ndhana or 

* d,fr ' ren * a,m °sphere. T hey b “ d A,maSatsha ™ or self-realisation through 

Under the shade of religion, and nourished mBS,e «'• *> a ve become meaningless now. 

oy temples, palaces and ih- . 


Ue. * * ^ “^uii&aea 

oy temples, palaces and th- • . 

'hose limes. When ,h, “ m00d of disappeared. a„h ,\. . d tbe art has 


«d ‘.he m ".^^“ad' ub m o 0 os P of re t"i d 

influenced mu " ™ ** 


Living in the past 


Thus 


disappeared And T ironised ^ art has 

"owTndenahen thl, 6 SeC,i ° n * ha * haS 

different. We find * *X’T£L in 

And musicians t0Ward * ,he art ' 

«nces. Thev ... ' ° haV,n8 new 


mus 'cal f 0rms . 


iney are Heine* 

ocing exposed 


to new 


And it is inevitable that it 

■> — - _ 


century ha, * Jnditiomr *«**U £ “ " inevUable "> a ‘ 

Z To C f "e U I*“ d “" ,fy * -«d" It mPtCt 00 ° ne ’ s miDd - 


problems 


.boufd understand ,he« p/o^ 


; u moods and 

The persons who 


. T hese thing* 

'^dependent age. 


N «w Thinking 


10 


‘ ■ now in an 

cople ftcl d i i’erent and 


think independently. 


Breaking through the microphone, some of the old values of 


the time-honoured discipiines and customs, the art have disintegrated Bu we mus 

Olde^dV 5 d fU th C ‘ i0aing ; deP ': denl,y - a * so ^knowledge the fact that the mi”op 

Older order and things are despised while hone has permanently settled in the musi^ 
.here keen desire to do something world. Neither musicians nor the audiences 

JL °" ! h “ e ‘ UrbUlCnt are P«P a « d «» dispense with it. I„ these 


waves. In fact, one is left wondering circumstances, should we no." thloktf ‘w™ 
ether there is anything at all in common and means as h n«, trv *.1,* au. 3 , 


In these 


between h, ,7, ‘ “ “ mcans aa how ,o make the best use of 

Dctwceo the traditional music and the thic i rv, ^ i A * 

present mood and atmosphere. a Zol?" T Z C ° Ddemn - 

ing its role? Is it not better to include the 

Wheel of change microphone, its mechanism and function 

Whether one likes it or not, it is an ^ t0 ° lhc course of studies, so that the 

accepted fact that music is caught up in Carnes ! musici *u m the making grasps ita- 

the wheel of change. Both the art and f otent,alltte $ and thus avails himself of the 


Wheel 


Whether 


it is an 


the wheel of change. Both the art and pwcniiam, « a » d th 
its exponents are subjected to these chan- knowled 8 e for enhai 
ges. Music has to develop and be developed °' hlS F er formance? 
in tune wi li the changed conditions. For Radio, 

instance let ; training in music. Similarly we 

The first auestion that Ar*Pi ire ic U t.. * 


appeal 


Radio, T. V. etc 


that occurs is whether it broadcast! 


Similarly, we may mention Radio 


should strictly adhere to the ancient 


approach. The 


ng music. It requires a dil'crent 


Gurukula system. No doubt the system invisible lay listeners should be taken” into 
had its own positive qualities. But it does mta 


account. And guidance 


not suit the present conditions It is in- ,7 * “™" * " ncccssar y 

evitable that it should be .mparted through entertainment than edification of tiZ 


exclusive schools or colleges following 
prescribed curricula. But the question is 
whether the method of training should 
follow the time-honoured curriculum or 


masses. 


of these 


Both an Art €t Science 


” — V* 91 IUU 1 U 

follow the time-honoured curriculum or Further, the innumerable changes that 
whether any changes are necessary, taking ^ 8VC occurred as a P art of the scientific age 

the changed circumstances into account. Sh ° Uld aIs ° be brou «ht into the ambit of 

This course of training should be in tune ^ esc courses * Music should be learnt more 

with the changed circumstances, of course ******* than as a spiritual exercise or 
without scrapping the basic values of music. cx P er ' cncc * The training should lead to 

* mm. a — . a J a -a A- A. ^ .« I. * ■ 


The Microphone 


The training should lead 

thought, experiment i 


to 


We can just give an example. There j * . .. 

J * F men. does not mean what is 

iW ah j m. 


were no microphones during the days of 


creativity and the mind should be prepared! 
for it. t should be impressed that Music 
does not mean what is confined to the four 


corners of a concert stage and that the irt 


the Gurukula. But they have arrived and is flourishing beyond these confines and 
have become an indispensable part of our the various spheres oflifc. One should 


in 


music concerts. True, by the advent of informed 


pheres of life. One should be 
about the different facets 
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of the art and should also be made to 
understand that music is not only an art 
but also a science. The musician should 
be able to make the best use ot the 


ex 


come the fashion to recall the patronage 
tended by the former kings and nobles 


. No 




is some 


facilities and materials provided by the 
machine ace to enrich and develop the art. 
He should try to give a new turn and new 
lustre to the art. It is sad that even our 


truth in it. But we must also remem oer 
that the beneficiaries of such patronage 
were few in number. And we always 
remember only those few celebrities confin- 


to 


But music 


Universilie 


jeemed as the centres 


q! 


ed not merely by the patronage of Royal 


shaping our mind and culture have not 


or 


to 


there. More than this, it developed due to 
natrouage extended by common people 


Music is no doubt a performing art through institutions like tempos or many 
And it requires a responsive audience of festivals and through functions both 
art lovers too. The musician feels that his religious and social. These created the 


efforts are 


if lie presents the art fertile 


religious and social. These created the 
fertile soil for the growth of music and 


before the audience and earns their helped in its development 
appreciation. The artists and audience 


relationship is close, and is like the two 
sides of a coin. Now we see a phenomenal 


Stratification 

On the other hand, while the patronage 


ncrease in the number of people who extended iy the Royal courts had its good 
atiend concerts. And we all also discern a points, sometimes I wonder whether it had 
change in their attitude and tastes. Music some negative aspects too. Some of the 
is no longer a rare and exclusive product k es * musicians were impounded at one 
and rare commodity. Music of different spot a,u * music became confined 

varieties and of all artistes is available. We ° nly t0 the upper crust the societ y • 
can listen to it through the medium 0 r Gradua11 ^ a S a P developed between the 

machines till wc are tired. common people and classical music. In 

this context, we must remember that many 
A New Generation die celebrated musicians of old come 

Thuj. ■ new generation or music fr ° m rUtal parls where , the ait had firm 
enthusiasts who have developed new 

and a mi „d H...i.,„. ....... „L. ‘ confiaed to cities and lost contact with 


machine* till we are tired. 


the medium of 


A New Generation 


Thus, 

enthusiasts 

and a mint 


new 


music 


un tatic-fu t... r '~ r ‘ v * n *h c rural parts. Alter me 

■hanld h.v, . uiii. 4 ™“ S,CI “ POl'bcal changes in this countury and after 


A 'ter the 


should have a wide knowle 
and also should be creative 
H |s degree of accomplishn 

such that hr ftKnillH nrn 


Royalty was replaced by peoples 


in 


govern- 


his wc-rk. ments, we are finding its consequences in 

& « 4 la. a k ■ ■ . k 


should provide not only 
hut also edification and 


entertainment but also edifi 

raise the levels of their tastes. 

The Golden Cage 

Coming to the question of 
w henever we refer to thu «..k 


fefer to this subject it has 


me uncertain conditions. 

Responsibility of Musicians & 

Institutions, Government 

If this anomalous situation should 
c ange and music should play its important 

’/° SOCiety ’ k°th ^*e musicians and the 
k pu ic institutions who have now shoulder- 
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cd the responsibility of promoting the State of Karnataka was formed. Yet there 


art should work together. They 


musician 


formulate programes which help to spread of the dilferent areas of Karnataka. They 
serious music to different sections and are still ignorant of the history of music 
layers of society and also to create interest in Karnataka, its stage of developments 
and the development of good tastes in the achievements, tradition and so on. If we 


art. It is not enough if they provide mere have to bring about a new awakening, the 

entertainment through music. first step is the emotional integration of the 

people of these different areas. We have 

In this respect, the role of the Govern- not achieved it still. In this situation, 

ment is even greater. It should take a more than two decades - a decade after 

positive lead. This has been done in Independence and the rest after the forma- 

Soviet Russia and such other countries. t , on 0 f Karnataka - were wasted. Without 

Whether Classical or Folk music, the level ol proper guidance and direction, music 

development and appreciation is certainly became stagnant. And the future of a 

at a high level in those countries. The whole generation of upcoming artistes was 

standards of art and its values will grow jeopardised. 

in correspondence with the growth of well 

informed lovers of art with a high level |ndifference to State Artistes 

taste for it. 


An Unique feature 


Indifference to State Artistes 

Discussing Karnataka, I am pained by 
another feature. It relates to the attitude 


.. . ., _<• mil5 : r another feature. It relates to the attituae 

m Karnataka. Looking at , our feel ngs ^ ^ |he 0[her 

are mixed ■ ■ both > P" ■ States in [ndia , there are talented, accom- 


, , • u, ctuta Kuh+rt* Maxes in inaia, uierc aic 

Karnataka is perhaps the only State where * v w anw 

both Hindustani and Karnataka systems ° f have earned laurels when they visited and 
musicare flourishing side by side and has orme(J jn olher „ of th . land . Y et 

AA ift a ikn > aA xnany musicians of national P 


conseauence from both these systems. This « is “mazing that p-v- — » 

is no doubt a matter of pride for us. And r . # , ..ncouraainc 

the place of Karnataka in the historical 6 ™ , hr 

perspective of Indian music is of equal them, 
importance. But it is a pride which is in 

the past tense. What about the future ? And our musicians are also responsible 


unaware 


And our musicians are also responsible 


This is a matter of concern, because w hile for this situation to some e 

krtrict mo our ego, always thinking about a still cherish the tendencies or 


Thev 


past glory, we have not given sufficient the prejudices of a bygone age. they 
thought about the future. To bring in a must not live in a mental ivory tower but 
new renaissance in music, fully availing the mix with people freely. They should 

. . mm . ^ _ .l ^ J # K a r\4nnl^C 


unique position and its inspiration etc 
has not ocurred to any. 


develop contact and earn the peoples. 


Emotional Integration 


lit is about 35 years since 


goodwill. However preeminent they m 
be in music, the musicians should al 


max 


remember that they are 


pi a o" the 


became society and not above it. They should 


ndependent and 27 years since the unified strive to achieve the po 
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music. We must remember that music has 


viewed mainly from a professional angle 


never let down people who are devoted to Pursue it as an art. 


it 


about its history, values, technique, science 
etc. On the strength of this learning, 


The Silver Lining think independently. Engage yourself in 

Viewed in this light I find a silver lining in bold experiments. Through this new 


the young and upcoming musicians. And stimulus, try to develop new ideas and 

it is clearly visible in these ten years. For achieve something new in the art. If your 

this change, two institutions are directly efforts are to become fruitful, you should 

and indirectly responsible, They are the develop a devotion to and good taste in the 

Bangalore Gayana Samaja and the Kama- ar t and a j so a scientific outlook. At the 


Bangalore Gayana Samaja and the Kama 


taka Ganakala Parishat which wis sparked Same tj me> earn the sympathy and goodwill 
off at the time of the Samaja’s first Music of thc peop i e That is a major support in 


Conference. The annual Music Confer- 


your life. Through these achievements, 


ferenceaof these two organisations have earn distinction in your life and also spread 

been responsible for the new awakening, ^ f ame c f the ar t tradition of the State. 
They have created a new enthusiasm and ^ efforts of our young men and 

e^ecially stimulated our youth to become womcn tQ take thc aft tfadition Qn ^ ^ 

more active. We discern an enthusiam to , , .. . , . , 

, . ...... j . -j war ° marc “> it is necessary they should 

achieve something in life, and also a pride , 

lhcm have the encouragement and support of 

the people. I request all of you to extend 
it to them. 


Bunch of new Talent 


The 


This has been 


crop of talent. Many young ladies and Meed for Canalising Support Properly 
men have shaped themselves as performing 

musicians and scholars. Many have Now about the support extended to 
distinguished themselves on the national tnusic by the people and the Government, 

level and have earned laurels even abroad. Except for the very few well established 

This has been achieved mainly by hard cultural institutions, the popular encourage- 

work and their own enterprise. Our music ment seems to have no definite object or 

world had not seen this degree of develop- direction. It occurs sporadically and 

ment in the past. It is a gratifying matter functions waywardly. This situation is 

and we should pray that more of such sure to improve when popular taste in art 

rmlsk C wodd Uld C ° mC UP and eDfiCh alS ° imprOVeS ' And the cultural institu * 

tions should also play a more positive role. 
Advice to young Artists Their progni mines should not be limited to 

. A A ;Ai _ A iE V ^ 


the music world. 


Advice to young Artists 


j™** vtuti lam mi 

Now a few words to my young musician step forward so 

? C ° * Mus,c ,s no doubt a n art and better taste for 


just entertainment but should also go a 
Han step forward so as to inform and build 
and better taste for art in the people. They 


also an avocation. But it should not be 


can also formulate many programmes 
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leading to sound knowledge that could Similarly, the government should collect 

give a positive direction to music. all objects connected with musical heritage 

4 . including the effects great artistes have 

overnments Rolo left behind and preserve them. This is a 

After !'ndependance, the popular duty they owe to posterity. The patronage 


the popular 


governments in all the States are proclaim- extended by the government should help 


ing that it is the responsibility of the State the artistes to lead a 

to give all round encouragement and not of a supplicant, 
patronage to art. 


of sel -respeet and 


Friends, it has been a long drawn 
But it is a moot point whether this speech. T am in the position of a Vidwan 

gesture has been of help or harm to the who * s caught up in endless swaraprastara 
art. by missing the point of ** Eduppu ”. No 

doubt there is so much still to be said. 

1 i this patronage is being But it will certainly help the development 
given as a largesse. It should have of art if we practise even an iota of w hat 
some definite objects. Government’s we speak. My thanks to the Bangalore 


given as a largesse. It should have 
some definite objects. Government’s 
first responsibility is in respect of propa- 
gation. The system of art education needs 


radical changes and young musicians pro- 


with 


* i * 


opportunities. 


Gayana Samaja for providing me this 
opportunity to share my thoughts with 

you. Co’JTliSy of Gayan Samaja and 
Shri B. V. 1C. Saitry. 


With best compliments from : 


Vijaya Clearing & Forwardin 



18/82, R. A. Kidwai Road, 


WADALA, BOM BAY - 400 031 


Tel : No. 472739 


Clearing ; Shipping : Warehousing 
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Auditorium Acoustics for 

By 

Dr, M . Pancholy 



All communication sounds, whether 
articulate speech or music, are affected by 
the environment and invariably undergo 
some modificatians in tonal quality in 

their passage from the source to the 
listener. The extent of modification and 
the nature of the modification so introduc- 
ed depend very largely on the acoustics of 
the environment. In practice, these 
modifications do not significantly affect 
speech intelligibility, it three basic require- 
ments are met. 1 liese are: firstly, iiat 
the sound received by the listener is 
adequately loud; secondly, that t ie prevail- 
ing background noise is low; and li udly. 
that there is no prolonged reverberation or 

resounding of sound in the room, in 
listening to music these basic requirements 
are equally essential but not sufficient to 
ensure best tonal qualities. 

Two Aspects 

There are two aspects of listening to 
music. On the one hand, it is the 

interpretation of music and appreciation 
at its technical perfection while on the 
other hand, it is the aesthetics of the 

tonal quality of the sound ol music as 
heard by the listener. The listener in this 
case is not only tlu- audience at any point 


in the seating area but also the performer 
the ensemble, the orchestra or the dancer, 
all of whom must listen to the music being 
played in the right perspective. 

The Subjective element 


The tonal quality of musical sound as 
sensed by the listener is not necessarily the 
perfect replica of the original sound. Music 
sounds are always heard with modificat- 


ions by the environment and as such we 
have no subjective experience of listening 
to these sounds in their unaltered form. 


Our subjective criteria ol the fidelity of 
sound is based on our experience of listen- 


ing to that sound in a preferred environ- 
ment. The acoustics of a hall which 


orovidcs the preferred environment forms 
the basis for the design of a music audito- 

ami r% I Iftr rMPrfnrnnno .inn 


rium or 



live music. 


However, designing another hall with 
similar features does not necessarily ensure 
same acoustical qualities unless the shape. 


size, material, furniture, furnishings, etc. 


are copied to perfection. The plan can- 
not be upscaled or down-scaled and the 
slightest deviation in respect of any feature 


can and docs alter 



* 










sign 


It is for this reason that 


from various surfaces. The second part 


until about the beginning of this century, decreases in 


the popular feeling was that 
of a hall could not be pi 


the acoustics latter process of reverberation in 


This 


m 


, it just measure is a 


desirable feature for music 


“Act of God”. 


nan couiu nui w f*»“**^'-* “ ^ 

an listening. It not only enhances loudness 
icned. It was looked upon as an . , t a imnression of 

of music but also creates an lmprcssu n 

1 ° fG0d * fullness. If properly balanced, it can add 

Advances in Acoustics warmth and liveness to music. Clarity of 

Our knowledge of the science of sound music is also linked to the ratio of the 


Advances in Acoustics 


and its application to 


acoustics direct to reverberant sound. Quantitati 


has advanced considerably during this V ely, reverberation time is a controllable 
century. It may not be possible to design parameter and is linked to the type of 
the ideal music hall yet. but it is praciic- music and speed of music to be played, 
able to design a hall with good acoustics 

,• . .. . ... . . . Besides the two components of the 

tor music it the subjective requirements or 

...... . , received sound direct and reverberant, 

the listener are identified ana properly t _ 

, ...... . r there is another factor, early renections- 

correlated to the physical parameters ot 

the design. With computer facilities now sound reflected from surfaces dose to the 

available, it has been possible to make Such ea[1 * Actions give to 

objective analysis of tbe musical sounds ,he lislcner a sense of acoustic inUmaCy ’ 

h^ r ,\ in t hr. j . . the impression of listening to music in an 

as heard in the preferred environments and , . K _ 7 , . r- . 

, cl . 1 u;d . . . intimate small hall. Equal loudness of sound 

to establish correlation between various , 

<nhti^ .r , ... . at all points in the audience is as important 

subtle aspects of sound quality and , , .. „ - „ 

... as good diffusion of sound so that there is a 

physical parameters of building acoustics . 7 . . ' , .. . . 

w . . h ttwuusuts, feeling ot being enveloped m the musical 

Much of this work has been done following 

the preference of musicians in the West. "***' 

In Indian music, while phenomenal atten- Feeling the sound 

® tb a 

tk Q IS ^ vcn to t * ie Correct rendering of the In all these considerations the atten- 

music, the tonal quality takes the backseat tion cannot be focussed on the audience 

n many of our auditoria, alone. Listening by the performers is equally 

Reverberation important . The solo performer should be 


at all points in the audience is as important 
as good dijfusion of sound so that there is a 

feeling of being enveloped in the musical 
sound . 

Feeling the sound 


j c r auditoria, alone. Listening by the performers is equally 

Reverberation important. The solo performer should be 

One very obvious feature of audito- able to listen comfortabl y and wel1 to the 
fiura acoustics is the resounding or accompanying music. In an ensemble or 

reverberation of sound. It is measured in orchestra, the musicians should be able to 
terms of the lime taken by the sound to listen to each other well and comfortably, 
decay to near inaudibility after the source And in every case the musicians should be 
has stopped. In any common environment able to get a feel of the reverberant sound 
the sound received by the listener consists in the hall. It is within the realms of pos- 
of two parts-one direct from the source and sibility to cater to all these requirements 


two 


other received after repeated reflections through appropriate acoustic design 
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A Peculiar Situation 


siderably and in most cases, the real 


Qualitatively most of these conditions sound from the stage is hardly noticed. 


are universally applicable but there are 
certain problems which are peculiar to 
auditoria for Indian music that have not 
received the attention they deserve. A vast 
majority of the auditoria built in recent 
decades in India are general purpose halls 

for lectures, dramatics and music where 

speech clarity takes precedence over require- 
ments of music. All this is socially accep- 
table - may be in a spirit of resignation! 
Traditionally, music has been played to 


m 


anas or 


tents 


which acoustically match open space, in 
heavily furnished princely palace halls and 

in austere temple halls. In all these cases 
acoustics was not planned, it was only in- 
cidental and varied over a wide range. 
Music lovers, both performers and listen- 
ers, accepted the varying situations, may 
be because ot concentration on the techni- 
cal aspects of rendering the music. 

Lots of other Noises 


In the rccen 


built halls it is not 


possible to keep the background noise 
low. In most cases it has not been pos- 
sible to use air conditioning for various 
reasons and because of our climatic con- 
ditions. doors and windows are kent 


open. In addition, a number of electric 
fans are provided which create their own 

noise. Total noise level in any gathering is 
a sort of chain reaction. If the background 
noise is already high , the gathering will talk 
above that level and make it higher . To 


In these cases, since the design is 
based on use of loud speakers, to feed tbe 
audience area directly, ingress of loud 
speaker sound into the stage is limited 
for fear of feed back howl. Much of the 
live sound on the stage gets lost in the 
big stage house with high ceiling. The 
performers are ihus not able to hear each 
other well and do not get the reel of the 
sound in the audience hall. To make 
up for this deficiency the loud speaker 
volume is raised to undue limits which 
is not only uncomfortable to tbe audience, 
it degenerates the tonal quality of sound. 


Optimum listening Conditions 

It is possible bv suitable stage design 
or by using properly oriented nearby hard 
screens suitably disposed to provide on 
the stage optimum listening conditions for 
the performers. The loud speaker system 


me pcriurmers. / ne toua speaker system 
should be used only to reinforce the stage sound 
where necessary and not as a substitute for the 
original music. 


In auditorium design, reverberation 
time has to be controlled but the crit- 
eria for the duration and character of 
reverberation needed ;‘or our music have 
not been quantified. In Western music the 
criteria for chamber music concert halls 
and organ music have been determined. 
There is not much awareness as to the 
need for determining similar criteria for 
various tyeps of Indian music. We have 
yet to determine whether acoustics req- 
uired for Veena and Sitar is the same as 
that required for recital of Shahnai or 
Nadaswaram music. 


All these points have to be answered 


overcome this noise, resort is taken almost to be able to design good auditoria for 


invariably to 


a public address system Indian music. 


of varying quality and 


ness. The 


P. A. system changes the total quality, 


{With 


ac 


tments to the 


balance and distribution of sound con- Khairagarh University.) 
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Revamp Our Music Instrument Technology 

By 

SUBBUDU 


Indian instruments are in dire need of 
improvements and rejuvenation. We talk 
about the sacred veena, the mridangam 
that adorned Nandi and of course the 
flute that Krishna handled. But do they 
meet the exacting demands of today is the 


question. It is no use of basking in their 
ancient glory. A simple statement will 


dispel all doubts in this connection. he 
violin from the West has driven all Indian 


instruments to the background in view of 
its compactness and versatility. 1 know 

theorists will say that the violin also 


originated here and drifted to the West. 
That is neither here nor there. 


Problems with the Veena 

Take the Veena, the pride of Indian 
instruments. It looks beautiful with an 
artistic demeanour. But at best it is only 
a chamber instrument. To travel with it, 

one has to buy another ticket to accom- 
modate it in trains or Air. It is too 
brittle and does not admit of portability. 
The frets are moulded on a type o r lacquer 

which behaves funnily with the change of 
weather, more so in India, in summer it 

melts and in winter it hardens. The 

slightest change in the Mettu would affect 

the pitch. So much so, we find best of 

Vainikas releasing apaswaras. 

The bigger pot on the right is 
“supposed” to amplily. But the amplifl* 
cation is meagre and meant only for a 


chamber. Despite so much scientific 
advance, we are yet to evolve a suitable 
well-meaning amplifier for this ancient 

instrument. The ones used only distort its 
tonal subtleties and one cannot discern 
whether it is the veena sound, a guitar or a 
Bui Bui Taraog. 


The tuner knobs are the worst offen- 
ders. In winter they harden and one 
cannot tune them with any degree of 
accuracy. Either they are high or low and 

pin-point precision is hardly possible. 
Cannot semeone devise suitable screws to 


replace these to ensure easy manoeuvrabi 
lity? Surely, this would not be sacrilege 


If the veena is to be 


to its ancient 


place of pride, it must be reoriented to 
admit of easy handling. Much of the time 



that very little time is available for playing 
it actually. It also impairs the player’s 

mood. 


Updating the Mridangam 

Then comes the mridangam. It com- 
prises two wings (what a discovery?) one 
for tonal excellence and the other for 
vibrations. Before you get a heart attack, 
let me tell you that its pitch cannot exceed 
G sharp, that is, 51 kattais. If a woman 
singer sports a pitch i uglier than this, there 
is no mridangam to accompany. Can there 
be a greater shame ? 

The pitch of a mridangam is related to 
its length. The shorter the instrument, the 






higher the pitch achieved. It does need a 


We must keep up with the times and 


^ ,, „ . .j ortmm tn make the best use of modern scientific 

C. V, Raman to evolve a mndangani to maKc 

, , . ... 4 . Cl cnithi A advances. I am particularly stressing this 

admit of tuning higher than 5$ srutm. a » UYa,H ’'' ^ ° 

« k Cnrfhi fnr A ft VOPAhct 


“wiui* v* lULiini, uiguva -a * c , f * 

. . . f , . , ♦k;„«; n « the laver because a high Sruthi for a female vocalist 

shortemog ol length and thinning the iavtr i«-v« & 

r i_ ttim.iH nrhieve is a liability only for Carnatic singers as in 

* * effort has the Hindustani style the Tabla can be 


the purpose. Yet no sincere . . 

been made in this direction. And then the raised even to the eighth pi in the 

vagaries of the weather which affect the second octave. (8 kattais). 

drum. Take it into a studio and it wilt , • / L . J< 


it w 


start losing the pitch. Leather research Flute Making can be improved 
has made great strides and still no 

Academv or Akademy has thought it And now comes the bamboo contrap- 
worthwhilc to make efforts to tan and tion that seems to have taken birth in the 
produce leather which would withstand the bamboo forests of Assam, now Park- 
vagaries of the weather. jothrisha. Hearing scintillating sounds 

Tuning Troubles emanating through holes in the bamboo, 


And now comes the bamboo contrap- 


* 


And its tuning is 


standing shame, 


produce leather which would withstand the bamboo forests of Assam, now Park- 

vagaries of the weather. jothrisha. Hearing scintillating sounds 

Tuning Troubles emanating through holes in the bamboo, 

man harnessed it into a fine musical 
And its tuning is a standing shame, j ns t rumen t # called the flute. And is it not 

Can you imagine an instrument being j^ r { s | ina * s m agic wand that enticed many a 

beaten with a rock and a stump tike wood Q 0 pj 7 ^nd now we come to brass tacks. 

den contraption? Can there be a greater you have to break ‘ seven’ bamboos to 
cruelty on an instrument handled by Nandi? , fl Th „ ; c 


seven’ bamboos to 


make one flute. The method is crude as 


1 have a bunch that the mndaogatn is pay- &e bamboo bteaks when (he ho , es are 
ing for its past sins. Remember Nandi -j erce( j < 
denying darshan to Saint Nandanar, the 


Lord 


him and cursing him M Satru Vilagi 
Irumpilai " (“Move away from your 
posture, you bull’ k That curse has got 


In Western flutes, the method is 
scientific and bamboos are seasoned and 
pierced by modern methods. The notes 


the mndangam into trouble, so much so ^ ave a Nation to the distances between 
that it gets beaten every time it is to be l ^ iem and thU can be measured scientific- 

tuned. al| y and the frequencies determined. I 

. . . must recail in this connection an incident 

What is the mechanism for tuning? It i n t h e Musir a a nt 
relates to the tautness of the leather . my some years ago 

straps. The tighter the straps the higher w en an y° un S engineer tried to demons- 
thc sruthi. The ‘Nail*, another drum in tratC a German flule capable of any pitch, 
the North has a screw which enables one ** a,so contain ®d all the twenty-two notes, 
to raise tautness. Can’t something be done thereb y eliminating the need for negotiating 


likewise for the mridangam? T here 


is no 


u>e raising eyebr 
jeasons ot tradition. 


tones by lips. But | Q and behold 


eyebrows and advancing this young engineer was poohpoohed by 


* * * 


n. 
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And this our flute cannot stand the 
vagaries of weather, tn summer it mis- 
behaves. In the studio it will go awry. 
If the lips get dried up, hell is let loose. 
As one plays the flute, it will get warmed 
up and the sruthi will start varying a wee 
bit. I liese are all avoidable risks and with 
modern scientific advancements can surely 
be rectified. 

f lie same defects apply to all Indian 
wind instruments. You will be surprised 
to know that the Nagaswaram did not 
have a Suddha Madhyamam and this note 
was being negotiated by the trial and error 


method. It was Rajaratnam who evolved 
an extra hole to admit of this. 

The writing on the wall 

l conclude by saying that where there 
is a will, there is a way. Let us not be bog- 
ged down by tradition which is a changing 
process and make amends for our long 
apathy towards our cherished instruments. 

i f we go by defeault, electronic instruments 
would wipe away all ours. The writing is 
there on the wall and it is for us to take 
cognisance. The electronic Yamaha is 
making vast strides in this regard and 

before the tides devour us, we should 
heed the warning. 


Trivandrum Latchumana Pillai 
Eminent Tamil Composer 

By 

K. L. Raman, Asst. Secretary, Tamil Nadu Iyal Isai Nataka Nlanram 


Indian Classical Music can broadly be 
grouped under two heads Viz-Kamatak 
Music and Hindustani music. While 
these two styles of music have features 
of their own it is being increasingly con- 
ceded that Karnatak music has an edge 

over the other system by virtue of the 
hundreds of compositions by great 

musicians. These arc vital to the perform- 
ing artiste. Saint Thyagaraja, Muthuswamy 
Dikshithar and Syama Sastri are the main 
architects ol Karnatak Music Kritis. Then 
songs arc of varied interest with philosophic 
truths permeating all through. They depict 
the verities of human life, character and 


emotions. Thev are saturated with 
Bhakthirasa and naturally have a high 
emotional appeal. 

Concepts of Bhakthi 

It may be worthwhile to compare the 

conception of bhakthi and modes of 
expressing it as among different composers. 
Jayadevot the 1 2th Century expressed his 
bakthi in '‘Geetha Govindam". With his 
Devarnamas, Purandaradasa of the 16th 
Century sang and danced in ecstacy in 

praise of the Lord. Later, TTuaguruja 
poured out his heart in matchless compost- 
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tions. But according to Theerthanarayana 

of 16th Century devotion 
only, when Puranic stories 


and 



truths were 



through opera, dance and dramas. The 


compositions of these saint composers wer 
mostly in Sanskrit, Tclugu, Kannada, etc. 


* r A 


The Tamil Classics 

'hough Thtruvasakam and Nalayira 
Divya Prabandam, Thiruppavai were all the 
earliest Tamil lyrics of immortal fame, the 
Tamil compositions of Arunachala Kavi- 
rayar and 




iar 


be- 


came popular and famous in due course 



Tamil lent itself to the creations of 
great beauty. The role played by Tri- 
vandrum Latchumana Pillai in composing 
several Tamil Kritis suited to various n:gas 
was very noteworthy. He made a good 
contribution as a Sahithyakarlha. It is 
estimated that he composed as many as 
202 Kritis in Tamil. 

This eminent musician and composer 
was born at Trivandrum on 3 — 5 — 1864 to 
Sri M. Diraviam Pillai and Smt. Balaramu- 
valli. From his infancy he started com- 
posing lyrics and songs. The relative 
scarcity of adequate Tamil musical com- 
positions created in his mind an urgent 
impulse to compose songs in Tamil, at least 
to reduce the dominance of the composi- 
tions in Sanskrit, Telugu and Kannada, 
In fact, he has pinpointed this idea in a 
preface to one of his books of musical 
kritis. The sweetness and the hoary 
traditions of the Tamil language fascinated 
him a good deal. 

Muruga Bhakthi 

In his seventh year, he was afflicted 
with a dreadful and dangerous ailment 
The ailment caused his father Diraviam 


SRI LATCHUMANA PILLAI 

great concern. In accordance with the 
custom prevailing among the Hindus, 
Diraviam prayed to Lord Muruga of 
Tiruchendur and took a vow that his son 
would carry a ‘kavadi’ to him to seek 
His blessings in case he got cured. 
Accordingly, Latchumana Pillai, in fulfil- 
ment of his father's vow, carried a Kavadi 
to Tiruchendur temple and recited the 
verses of “Ponnar Meniyanae” and 
“Pithai i’irai Chudi’ before Lord Muruga. 
The devotees who witnessed this incident 
were really moved by the sincerity and 
deep devotion of the little boy and prevail- 
ed upon his father to allow his son to take 
up seriously the learning of music. In def- 
erence to their wishes, Diraviam made 
necessary arrangements for the teaching ot 
music to him. The music stalwart 
Mahavaidyanatha Iyer and the Tamil 
literary scholar Murugadasar, his father’s 
friends, paved the way for his acquisition 
of knowledge of music and Tamil literature 
respectively. 

Music Training 

The first Sang i ta V id wan who taught 
Latchumana Pillai the rudiments of music 










was Pappu Pillai Bhagavathar who was an 
adept in the exposition ot :ul!avi singing. 
He was so strong in this branch of music 
that none dared to compete with him in 
Pallas i singing. Having taught him the 
fundamentals of Karnatak Music for a 

period of six months, he appointed nis 

brother Velu PiHai to teach him the nuances 
of Karnatak Music, He also learnt V ecna 
from Ayya Bagavathar for a period of six 
months. The musical compositions of 
Swat hi Thirunal were growing popular in 
those days. He had no opportunity oi 
learning the Kritis of Saint Thyagaraja 
except ‘ Sujana Jcevana" and ‘Seethapathe 

m Khamas raga. 


An Unselfish Guru 


In his tenth year his fa mily had to 
shift from Salai strert to Pazhavankadi 
Street in Trivandrum. 1 he shifting of his 
residence was a blessing in disguise to him. 
This provided him an opportunity of com- 
ing under the tutelage of Vanchiswara 
Bhagavathar alias Avinanchcri Pitehu 
Bagav.tthar. He taught him not only 
Karnatak music but also discipline and the 
quality of selflessness. Pitehu Bhagavathar 
refused to take Rs. 100 - given by Latehu- 
man.i 1’illai as his ‘guru kannikkai’. With- 
out causing disappointment and displeasure 
to bis disciple, Pitehu Bhaghavathar took 

one rupee only as a token of his fee. In 
his fourteenth year he suffered from 

cholera. A Krill “Thiruchendur Vclavane’’ 

composed in Pantuvarali raga, dedicated 

to Lord Muruga, brought him instantan - 

cous relief. 1‘his also marked the end of 
his musical training career. 


He used to attend good musical 
programmes even if uninvited. In close 
proximity to his residence, there lived a 



Own Compositions 

Based on the varna mettus “Mathu- 
vaname'* and ‘Narayana Narayana” he 
composed new sahithyams, in his seven- 
teenth year. “Intha Manam oru sindanai 
yandiram” and a number of Tamil com- 
positions were all composed after his 
twentieth year. The absence of too many 
“Sangathis” in the Pallavi of his Kritis is a 
special feature of his compositions. He 
never imagined that he would one day 
become one of the significant Sahithyakar- 

thas. 


He graduated in Philosophy in 1886 
from the former Travancore University. 

He came to Madras in his twentieth 
year in order to study the British Account- 
ing System. His stay in Madras brought 
him in dose touch with flute Saraba Sastri- 
gal. besides in Trivandrum even he had 

the good fortune of hearing frequently the 
Veena recitals of Mahadeva Bhagavathar. 
The music recitals of Trivandrum Rama- 
swami Bhagavathar etc. moulded him as a 

musician also. He established the 
“Gana Samajam” through which he 
arranged Karnatak music recitals of 
eminent musicians with assistance and 
encouragement offered by the then 
Travancore Court and its musicians. 

Progross of Composing 

In the initial stages ol his composing, 
the songs were set to the more popular 
ragas like Thodi, Kalyani and Bhairavi. 




Subsequently he embarked upon compos- Publication 

ing kritis in rare and different ragas. He x , „ c . .. . 

The first edition containing 202 

was of the firm view that the ragas and sa hithyams of Vidwan Latchumana PiHai, 
mettus set to lyrics shouid be natural and was dedicated to the erstwhile Rajah 
fluent. Accordingly all the ragas and Balarama Varma. After having heard his 
mettus set to his compositions were kritis sung bv him, Maharaja Chithrai 


spontaneous, natural and free from artifici- Tirunal awarded a Coronation medal to 
ality. He believed that if any Sahilliya- Latchumana Pillai in appreciation of his 
kartha is to be successful in his career, he significant services in the field ol creative 

possess natural aptitude, spontan- music. The second edition of h<s Kriii. 


eous feelings, depth, deep devotion to God, 
purity of mind, righteousness in his act- 
ions, kindness towards living creatures. 


published in 1949 by his own daugh 
Prof. Lakuminarayanan Nair. In this 


ter 


impeccable music training, some wor 
wisdom, real and dedicated interest 


worldly edil,on * his kritis have been published 


under three categories viz 


Science 


music and last but not the least, a deep JQi), ariueb) , 


knowledge of the language and adequate 
vocabulary etc. 


Patterns 


since the majority of his kritis were framed 
to certain specified talas and mettus, some 

works used by him were felt to contravene 

certain rules of grammar. Mr. Pillai 
contended that this poetical licence should 


He had composed songs in praise of be available l0 all sahilhya composers. 


several deities. Some of his 


■ b ft 


ts 


were composed in 


Melakarthas while 


several of his compositions were in 'Janya 


Ragas like Nagasvarali 


. U 


Propagation of music was the only 
objecti\e of his life. Many musicians had 

had the pride and privilege of having had 


Behag. Punnagavarali. Yamunakalyani. ,ra,nin S from him - Luminaries like 
Sama, Senjuruiti claim our attention. A Bidaram Krishnappa, Gayanapatu Saras- 
enpt'i'ii [yritj viz " tnm iiQattr MkdsiMrfi'* wathi Bui, M. S. Mohsnarohal, M, S. Saro- 


dedicated to the memory of Emerson was 
composed in a new raga "Amarasenapri- 


jini, Elakumi Narayana Nair, Sangectha 
Bhushanam Jannamma, S. K. Sumathi are 
some of his notable disciples. Messrs 


yai’\ A song relating to the emergence of N( - )me of hts notable disciples. Messrs 
the First World War was composed by him Nagercoil Harihara Iyer, Sthanu S&strigal, 

in “Themmangu” pattern. A song viz father of Ganesa Iyer, all belonging to the 
<# a? (Ssil. si9«n/ - ' ’ with swara notations Nagercoil Sang itha Paramp3rai populans- 


in raga Sarnswafhi Manohari was compos- 


ed many of his Kritis. 


ed 


him on a Western tunc and note. He 


bad composed some songs on Kummi and 


Nondhichmdu 


1-1 


In most of his 


musical compositions, Adi I ala w as used. 
Talas like Kupakam, S. Ekam. Thisra- 


Pamphleteer 

Apart from musical 


■ * 


Apart ironi musical composition s 
he had also composed poems and written 


many articles on music and must 


The 


chapu, Misra chapu were also used by him. evolution of Karnatak music in the former 
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Travancore State, the contribution made * or 0 
by that State's musicians were featured ,cnia 
by him as articles. These articles throw 8* ant 
abundant light on several aspects of music, sc hoi 

Mr. Pillai had also composed poems in Mr. I 
praise of Swathi Tirunal Maharaja, Rajah ^ 

Sir Annan alai chettiar etc. His descrip- ,**• 


inuiaie men 

i the Tamil 


arsmp 


anti musiea 


At the Tamil Songs (Tamil Isai) com- 


petition 


at Annamalai University in 


tions of the music competition held at the gent. 1941. his songs were considered as 

state level between Mahavaidyaoatha Iyer an( j awa rded the first prize. The 

and Coimbatore Raghava Iyer, who was j udges for this competition were the 
held in high esteem by Veena Dhanam. veterans ; Late Prof. Sambamoortbi, Sri 

the efficacy of the flute music of SarSba p onn j a j| pillai, Tiger Varadachariar. 


Sastrigal, the dominance of the violin 
wizard Thirukodikaval Krishna Iyer and 
the excellence of Nadaswaram recital of 
Sivakolundu Pillai of Kumbakonam are 
vivid cameos. 


Subramania Pillai etc. 

In his personal life he had to endure 
a series of mishaps and misfortunes. None 
too robust himself, the untimely and 
premature death of his sons and daughters 


M the instance of Vishararia Sangita left his health shattered but were respon- 
Kalasigamaoi M. S. Ramaswami Iyer, the sible for the qualities of sobriety, serenity, 
portrait of Latchumana Pillai was unveiled deep wisdom and a sense of detachment 

in the I ravanrnrp I lnivArcifu in life. 


in the Travancore University. > n 

Thamizh Thatha's Praise The portrait of this eminent Sahithya- 

« . . kartha was unveiled at the public Kalai- 

Commentmg on the poems and -a . , .. , ; , „ , . 

... . . v mamam Award function held at Kalai- 

c compositions o atchumana Pillai f vanar Arangam, Madras on 26 — 1—84 by 
*imz Thatha Dr. U. V. Swaminatha Dr. M. G. Ramachandran, the Chief 
Iyer said: “Fine diction, apt usage of Minister of Tainilnadu. His 

M. _ * ■ • 


vanar Arangam, Madras on 26 
Dr. M. G. Ramachandran. i 


9 I ~~ & W J 

the words, deep meaning are the hallmarks 
of his poetical works. It would be difficult 


* * 


the portraits of other eminent deceased 
artists exhibited by the Mauram. 


SOME OF TRIVANDRUM LAKSHMANA PILLAI’S TAMIL 


MUSICAL 
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MURRAY BRUCE TURNER * 


Dance Roots 

In the late 70's 1 was working in the 

outer reaches of Australian theatre, 
adventuring with ways of producing and 
ways of seeing art, specifically theatre. 
Whenever I see dance, 1 see theatre, and 

vice versa. Why I link dance to theatre is 
because * sec dance and for that matter, 
drama — they are not essentially different - 
as children, albeit overdrawn children, of 
theatre. From the Greek, theatron : the 
means, instrument or location of an act of 

awareness, 1 think it most important that 
we recover the full meaning, the fulj 
purpose of the word. 1 wasn't all that 
keen on keeping with theatre without dance 
training, and as well was finding myself 
constantly frustrated by the dreary lack of 
vision - I suppose a dissatisfaction with 

subject-matter - in much Western stage art. 
Possibly the last refuge of aesthetic and 
ethical banality. 

Early Training in Melbourne 

Consequently, innocent of Indian stage 
realities, banal as they can be, but 
embracing Bharatanatyam as a lover never 


to be relinquished once glimpsed, I took 
up dance under Chandrabhanu in 
Melbourne. I trained in the basics under 
Chandrabhanu for three years. Each of 

my gurus provided me with a personal 

challenge. My relationships with my gurus 
are always wonderfilled — I felt at home 

at once with Bharatanatyam. Something 
bright as the sun had taken root in the dark 
soil of my questing soul. And being not 
altogether comfortable in Australia, 1 
leapt for the unknown with such force 
that every frustrated fear I'd ever har- 
boured rushed to embrace me. and as 
though waking to find light flooding 
the room, 1 awoke an infant in the arms 
of Mother India. 

Tradition. Dialogue, Music 

I can most readily understand tradition 
as dialogue. The subject matter - the 
informing, tell ing pari-is of course impor- 
tant. But equally, it is quite irrelevant to 
the truth of whatever is being told. Some- 
thing told badly in effect has no essence . 
So, as an artist, ! achieve the universal 


* Murray Bruce Turner is a native of j 


alia, a u 


dancer curtently 


studying under Sri Adyar K, Lakshtnanan and Smt, Nirmala Ramachandran in Madras. 
His Bharatanatyam studies commenced in Australia in 1978. under Chandrabhanu. a 

Wr 

noted disciple of Sri Advar K. Lakshtnanan, at Chandrabhanu’s Melbourne School, 


Bharatalaya. Murray Turner is 


B. Eng (Civil) and B.A (Philosophy), and is 


poet and actor, having worked at both in Australia prior to arriving in India in I9SJ. 
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creative purpose of dialogue , and reach 
towards natural or universal understand- 
ings, through aesthetic and ethical means. 


,s 1 have put it, the Indian dialogue. Smirti 


For ext 


1 want to communicate to certai 


iruti. puru, sishya, etc, need not be 

choreographed to be performed. Though 
a*«rtatn1v. Indian Dance, whatever its 


vou mv essence, my identity* w 

aJm ' * & 4 IB ft* 


future, will reve 


sical essences only if 


_ .. . _ 9n d ;. s goal of harmoni- and forms, mdispensaot 

Indian tradition ana us u. 

zinc personality, and am conversant with Dance language. 


\nd though I'm familiar with the \ t somehow 


voices 


the Indian 


. Kpct ability of my No Pain 

this tradition to the dcsi 

tradition, tradition belongs to our muttM* Through all the pain, physical and 

iate understanding of each other on y ant j the tedium of learning 

in so far as it is subject to artistic trans- gharatanatyam, I believe that a persistent 

TrO Hit- . . f- J / 


formations. Art is not a tradition, 
ion, though, is an art. 

They Coincide 


drive to understand the nature of adhavu, 
korvaiy swarajati and sancharibhava eventu- 
ally pays dance dividends - meanings 
which, if dancing i fail to comprehend, 
speak of my inadequacy, not the dance. 


When 1 dance, l discover that the two Q f m y inadequacy, not the dance, 

if reams of Indian dialogue, smiti and sruti, comp j ete understanding of the role of 

transmission and revelation; the two voices ^ dancer, 1 take to be bhakti - the dancer 
of Indian dialogue, nalarka-natarki and ^ dance, sacrifices himself or herself to 
rasika, coincide in the dance. I feel this dance, and ultimately to the Deity 


feel this 


the dance, and ultimately to the Deity 


directly and not simply as the end of an w ^ et h er Lord Siva, the Divine Mother or 
intellectual operation. How can l explain? Lord Krishna, no matter, all are One all 


Music, as we all know, is what m ke s the are One j n Dance. Bharatanatyam 

world go around. - Is the world before mono dance (a multidimensional dramatic 
anything else ever exists. Music is self- technology that applies just as well to 
revealing. Music is the hallmark of group work), is so emotionally profound, 
freedom. Music creates speech and move- that jt can be no less than the consummate 
ment - because only through speech and code of passion on one hand, compassion on 
movement, can we create music. the other. If Abhinaya — the dance theory 


Each one of us : moving in time and 
space: speaking through time and space - 

does so as an emotional whole. Or as an 

emotional part - that part that forever 

attempts to recover its emotional unity. 

Which recovery is the recapture of the 
irreducible form of emotion: which, as it 

happens, isnt’t an idea, or a bit out of a 

computer program, hut music * Ecstasy. 

Music is the very light, the earth, the air 

and the ecstasy of the Indian condition or 


of the unified voice - bathes me in rasa, 
then 1 have savoured the world in entirety. 

Once a skill is partially acquired, then 

comes the pain of realizing that nothing is 
understood. In taming the beast, memory, 
guidance and repetition, have creative and 
and destructive responsibilities: the 

creation of a time-destroying space in 
which memory has no repetition. No 

justification. Not even pain. Armed with 
time-destroying language of Bharatanatyam 
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l slough the useless flesh of self-concern, 
and enter the Ocean of Dance. Sanchari- 
bhava really is the most exhilarating of 

dance-dramatic methods. 

If the dancer doesn’t have control in 
bhava, she or he won’t have control in 
nritta, and vice-versa - Both nritta and 

nritya are rasa-based, there’s no doubt in 

my mind on that score. Unlike Modern 
and Post-Modern Dance and contemporary 
international theatres, in which the body 


has a much less extended and more issues- 

oriented role to play, the body in Bharata- 
natyam is the dancer's and observer's 
personal experience of The Body Beautiful- 
of I he Life Divine - In every sense an 
entertaining and instructive experience. 

To conclude, I would like, if I may, 

to dedicate this brief exposition of ideas 
and experiences to my gurus, Kalatmamani 
Sri Adyar K. Lakshmanan and Smt. 

Nirmala Ramachandran. 
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3, Telicherry 


A .I.R, Calicut 


4. Trichur 


Vivekananda 

Sabha, Trichur. 


5. Kodungallu 


Kodungaliur 


, Muvattupuzha 


6. Muvattupuzha 


Jayalakshrai Sreenivasan, V.V. Ravi, 
N. Hari and C. K, Shamsunder 

M. L. Vasanthakumari. Kanya- 

kumari and T. R. Rajamony, 

Charumathy Ramachandran 

T.H. Lalitha. K. V. Prasad, 
R- Gopinatha Prabhu 


Shatkala Sangeeta Sabha 
Muvattupuzha. 


V. R. Krishnan 


' . S. Babu 


Velukutty Nair 


AHeppey Raja Rajeswari Sangeeta T V Gonaiair ■ u 

Sabba, Alleppey. llakr,shnan - Chalakudy 

PP y Narayanaswamy, Palghat R a gfa u> 

The three stations of All India Radio, Iyengar (Veena), Pa | e hat K V v 
Trivandrum, Alleppey and Calicut also swamy Madurai K 'T’ Narayana ' 

co-operated whole heartedly in this venture V. Ramaeha„,t,„„ “\ T [' Chur 


ija Rajeswari Sangeeta 
Sabha, Alleppey. 


by recording these programmes at the 0 f Bangalore also 
various centres and subsequently broad- Only Swat,* Tirunal 
casting them as per regular schedule every rendered in these con 
night. Two such outstanding concerts were dakas had their fill 
those rendered by Madurai T. N. Sesha- the Swati k-ritie 


namacnandran and Shyamala Bhave 
of Bangalore also graced the festival. 
Only Swati Tirunal compositions were 
rendered in these concerts and the aswa- 
dakas had their fill of the rich variety of 
the Swati kritis. Another delightful 


gopalan (B. Sasiku mar- Violin, Gurova- feature was the renderin of 
yoor Dorai - Mridangam, T. V. Vasan - rathri Kirtana* of Wi x , , 

Ghatora) and Trichur V. Ramachandran by a select vroun Swa ' T ' ,n chorus 
(V V. Subramaniam - Violin, Mavelikara for more than two hours' * 


Krishnankutty Nair - Mridangam and 
Karthikeyan - Ghatom) arranged by Sri 
Swati Tirunal Sangeeta Sabha, Trivandrum 


The 


fortnight-long 


(4 — 4 1984 to 16 — 4 — 1984) organised by celebra 

the Sri Swati Tirunal Sangeeta Sabha, gists ai 
Trivandram stood out for the wide range sarathy 

and content of the fare offered to the Acadeir 
music lovers of Trivandrum. Two con. 


The Swati Symposium 

The Swati Tirunal Symposium arran- 
ged by the Sabha on the 16th April 
proved to be a befitting finale to these 
celebrations in which eminent musicolo- 
gists and scholars viz, Sri T. S. Partha- 


Secretary, 


event 


~ “ ‘7 ° ner l a ,he Academy. Dr. Rajanikan.a Rao. producer 

lovers of Tr.vandrum. Two con- Emeritus of All India Radio. Hyderabrf 

certs were arranged each evening. Besides Smt. Leela Omchcry of the Faculty oi 

bri lant local Vtdwans and Vidu- Music and Fine Arts. Delhi University 

doyens like Mysore Doraiswamy Dr. S. Venkatasubramonia Iyer of Trivand- 


several brilliant local Vidwans and Vidu 
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rum, and the eminent danseuse Dr. Kanak Sama mukha' but also had given a brilliant 
Rele, Dean, Faeults of Fine Arts, Bom- biographical account of the Maharaja, 
bay University, the foremost exponent 
of Mohiniattom in the country, partici- 

paced. Shri Marthanda Varma, Elayaraja y 1913, the number of Swati Tirunal 

of Travaocore, chaired the Symposium. SOngS m Cucula ^ on in Madras increased 

considerably which is amply evidenced by 

the fact that T. P. Kodandarama Iyer in 

■ * 


In his learned address, Sri Partha- his "Bhagavad Bhajana Paddhathi’’ 
sarathy refuted the ill-founded aliega- published in that year included as many as 
tions against the composing greatness of 51 Swati Tirunal kritis. Mr. Parthasarathy 
Swati Tirunal. Acccording to him, the sa * d *hat Swati Tirunal was a prodigy so 
presumption that the songs of the Maha- ^ ar as Earning languages was concerned 
raja became popular only after the estab- and li s forte was Sanskrit. Fully equipp- 
hshment of the Swati Tirunal Music ed * even at a young age, in music and 

Academy at Trivandrum and through Several la aguages. he soon developed a 
the efforts of Dr. Muthiah Bhagavatar and style of his own which was evident in all 

w L! e T“ 8Udy Sreenivasa were his compositions and gave them an 

g- though these two musicians have individuality. 


:h was evident in all 
and gave them an 


rendered considerable service to the 
publication of the Swati Kritis with 


Sri Parthasarcthy also pointed 

1 


notation, it is incorrect t sav that ih . * rar.nasarcthy also 

wor *d earlier. In fact. Ind '™ ^ompo 


1 pointed out the 

Tirunal was the 
sei who compos- 


ed earner. I n fact the earliea k,- , ' J composer who con 

‘ion to contain the Swati Krit • SARaca' ! Dhru P ads ’ Kha yals and Tappas in 


SAMA MUKHA’ i n «iuuusiam style. Swati Ti 

Sangeeta Sarvatr. Sara S^blT” in '"'T* ° f n0t °" Iy com P os ”S 


ivnayats and Tappas in the 

>as !™. H : ndU f ,ani Stylc - S " a “ Tirunal had 


his kritis 


~r . . -***« ounera lamn n” ; .. J ms kt 

Telugu script edited by VeenaRamMU IZ L , ^ langUa 8« a " d in various styl 

in 1 U59 at Madras, «*;■.» n _ J yy but a| so of introdnrin« ....... .. 


11 A 1 w - -f - 

a. j „ ’ v* c *»justil years after r i.*. **e “ syv i^gas 

the demise of Swati Tirunal. This kriti ^ ,1 ' ,ha P ancha "' 0 in and Mohanakaf 

^ .•r “f ^ TaCh00r Singarachariu l„ “ *“ a ' S ° a WM** vocalist and 


new ragas like 


hie «»/-’ t ~ “'“earacnanu n 

A ° ayaka Par 'Jalam" i„ 1877 and b 
■ OrTenta^M a T m 'c Mudaliar in bis 

Oriental Music ,n European Notation” in 

1892. The "Gayaka Loch.nam” published 
by Singaracharlu in 1902 


am. 

an 


* # — any an 

Accn a” Playi " S ‘ hC instrumen ‘ Swarabat. 
Of stu 8 1!" ! arthasa - by . - *He time 


of Swati. there was 

between Travancore 


ln contained 12 
Sri Parthasarathy also 


d highway 

Thanjavur. 


by Singaracharlu i„ 1902 con, Ka ""W Bhagavatar H , T* 1 *™*' 

c *• « iyu ^ contained 12 . lrt B dv atar, disciple of Tva®?*. 

Songs. Sri Parthasarathy also Ja* Vad ^ elu ’ discipl e of Dikshitar Meru 

pointed out that in his monumental work tT ° therS fr ° m Thanjavur' visited 

• Sangeeta Sampradayapradarsini" publish 7^ anCOre and stayed at his court and 

tnnr „ _ PUDIISO- kcnt ltm . l " L dna 


* -v — r* “wui aim DUnliah t * , . m 

edin 1905. Subba Rama Dikshitar had h , f “ lly inform ' d °r the 
* ot included the kriti -Sar^ t m ttlc ficld °f Carnal 


kriti 'Sarasa 


Shatkala Govinda' MarV' " a ™ lic music * 

uvinaa Marar, a court Vidwan 
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h 1 d th Lr h TyTaralf e Sri £ h ° W ‘ hara<> 


Maharaja was one of the most colourfn. nT» T , “ l ° iWatl com P ositio ^ 
and versatile personal it i** F 1110 int ^>anKeertana, 


and versatile personalities in fndian historv Bha av.tamcV 

and his birth dav should be , ted in ?f Sampri 

every part of India. „ f ,. _ Xa th _ e 


ondgavatamela Sampradayas in the light of 
which he assessed the form and content 
of the two operas of Swati-Ajamilopak- 

A> A -k. — ■ — _a ■ IBM mi _ 


hyanam and 


which 


n her paper, Smt. Leela Omchery gave he substantiated as gems in this particular 
a graphic account of the very rich musical br anch of musical form. Dr. Rao conclu- 
atmosphere in which Swati Tirunal was ded b y Pointing out the comprehensive 

born. Ram Parvathi Bayi, the dowager capacity of Swati in his multi-lineual 
queen and the aunt of the Maharaja, empire. S 

herself an accomplished Vainika, musician 

i • 


and above all 


composer, initiated the 


musical training of the Maharaja at a very 
early age. Leela Omchery rendered a 
composition of Rani Parvathi Bavi 


Dr. Kanak Rele, in her 


techni- 


cal paper on the ‘-Concept of Nayika in the 
Padas and Pada Varnas of Swati Tirunal” 


or Kam Parvathi Bayi ■ ‘ 

Nayane Parimala gathri ” in , ^ J ufficient background for 


the 


the traditional sopana style of 


understanding of the subject by elaborat 

_ urn 


unique to Kerala, in the Sopana Raga ° n the RaSa and Dhwani theories and 
‘ Puraneer *. Sbe also sang Swati nadams the Na yk a Bhedas as revealed in the works 
in ragas Neelambari, PantuvaraU and ° f Vaishnav » te Saint s Alwars as also in 


* ttiiu r>i * f — 

Asaveri and another Swati Varnam in raga ' S Na yS Sastra - In ‘be outpour- 

Sankarabharanom in the traditional sopana ° f h, ‘ deep love and de votion to Lord 

Style. In her weli.r esP »r.i,-a Padmanahha . Swati follows the time- 


style. In her well-researched paper, she honoured 
gave a good estimate of the musical contri- nmnAim j 
butions of the Maharaja. L 


Vaishnavite 


mysticism, as 


butions of the Maharaja ”1' ‘ he h A,WarS - ACC ° fd ' ng 

J Dr. Rele, Swati is the eternal Nayika, the 

jivatma yearning for the union with Para- 

Dr. Rajanikanta Rao commenced matma wherein he brings the fentire gamut 
bis paper (« The two operas of Swati ° f Nayika bhedas. Swati's padas and pada 

Tirunal ”) by comparing the Maharaja with '""’T 1 ^ ^ classed as the 

Adi Sankara as one n f th<> ^ * / ■ * most exquisite ones reflecting the loftiest 

* . ’ gf a est integ- emotions of ‘Madhura Rhalrthi * n* d « i-. 


Dr. Rajanikanta Rao commenced 


gratorl oflnduu. CUlhlre. " L' cite'd ' »f Mndhura Bhakth,.’ Dr. Rele 

the evolution of the Bhakti cult from the T v *?'"*'*?* of ^ 

times of •• Alwars ” and « Navanars" and 1“^ .' k ' Saj,aka ' : ' V ' rahott >- 
the delightful synthesis of music danca kand,Iha > Swadhinabharthnka 'etc., and 

and drama found in Geeta Govinda of depicting them. The Mohiniattom demon- 
Jayadeva and subquently in Annamacharya, stration rendered by her after reading out 
Purandaradas and Kshctrajna. He elabo- her paper went a long way to substantiate 
rated the Desi and Shastrik elements in all her points. For this, she selected a rare 


4 


r ’ashta 
irahoth* 
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pada “Poonthen Neer Mozhi" in raga 
Ananda Bhairavi which used to be render- 
ed in the traditional sopana style by 
‘MuUamoodu Bhagavatars.’ The vocal 
assistance provided by Kavalom Sreekumar 
was exquisite bringing out the unique tilling 
style oi sopanam to the efficient Maddalom 

accompaniment ol Sivamohan. It was 

really an enthralling experience to the 

packed house in the Karthikathirunal 
Theatre. 

Dr. Venkitasubramonia Iyer delivered 
the concluding address in the symposium* 


The Kerala Fine Arts Society of 
Cochin also arranged a similar symposium 
in May 13 at Cochin which was chaired by 
Shri. M. K. K. Nayar. Shri T. S. Partha- 
sarathy, V. Madhavan Nair (Mali) and 
R. Indusekharan actively participated in 
this symposium. It was a full day pro- 
gamme and in the morning a group of 
talented musicians presented select com* 
positions of Swati Tirunal. The symposium 
in the evening was followed by a brilliant ? 
vocal music concert by Trichur V. Rama- 
chandran and party. 


A Veteran Musicologist of Kerala 


By 

T. S. PARTHASARATHY. 


is reflected in every page of the work 


as 


i* a.fL'Trer °hv ?r iC " 1USIC0 '° 8y . Dr - Iyer ’ s dee P scholarship in Sanskrit 
18 , h c refleC ' ed in every Pageof.be work as 

D, , yenkitasubramtmia 3??^ * T t 

r.ir? r set tx *; a r “ 

men. of Sanskrit "Z S T* and haS f “™hed • select 

Kerala. Bn. h,s passion in life was 1°' He cor^W “ hiS b °° k ’ 

Even early life he had acouired , .ho, to., . d many tex,ual errors 


was' must S}™ 0 *” 1 ** °” ' he Subjcct in his hook. 

music. He also corrected manv 


of music in us 


theory and practice. He then turned 

r'-n. A in j. □ _ . ■ 


that had crept into the Maharaj 

b ythe passage nf tim/» „,i 


of time and gave 


al errors 
ja's songs 


is really 


meticulous at.en.ion ,o research and soon T° ^ ** Correct versions. His 
became an acknowledged authority on the TirunTi” tUS ° f the compositions of Svati 
contribution of Kerala to Carnatic music I ? COm P risi “g 397 songs is really 
He was an ardent admirer of Swati Tirunal 
and concentrated his energies on the sludv . , 

w l. ml ^^ reta, ' 0n l * ie Ruler’s life and of the a * s P made a thorough analysis 

work. For ever three decades he wrote and ^ l “‘ aposlt,ons of Irayimman Tampi 
tirelessly on his favourite iherae and became NiUkanth'/ -. COmposers of Kerala like 
most dependable interpreter of the ciat.-d ,u Sl 1 '' an ■ He was closely asso- 
royal composer Hi. efforts culminated D * ‘ he Madras Music Academy 

“ * “ P : bl ' cat r 10 »»> of his an, ho. uLZT 5Ch0larly •«««• demons* 
music’. ' Watl Tlrunal and His Prabtunda oT^iTt 111 * ! bc ‘ U,sava 


of the 


had also made a thorough analysis 
co., .positions of Irayimman Tampi 
T com Posers of Kerala like 


He 


and 


with .hr;, . was closcly ass °- 

JLl bt . _ MadraS Music Academy 


His Prabhanda of 


0 ar ‘y lecture demons- 

various topics like the ‘Utsava 


atl Tirunal’. During 
(continued on page 4 1 ) 
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The 


not 

visa 


Letter from America 

Enraptured by the music flowing from American continent as part of a tour spon- 

the violins of ‘admashree Lalgudi Jaya- sored by the Carnatic Music Association of 

raman, and his son Sri Krishnan and the North America, the subject of this article, 
deft drumming on the mridangam by 

professor Trichy Sankaran, the listeners A lot of Home work 

remain oblivious to the late evening hour The contented smiles on the faces of 

and to the long drive back home to follow. the Trustees f and the President do not 

Technology through electronics seems to Speak of the ,ot1 8 hours spent at the visa 
contribute further to the silence of the sect,on ® of the State Department, the 
disciplined audience by removing the pro- frantlc intercontinental phone calls to clear 
verbial tick from the wrist watches and up last minute snitches, or the hundreds of 
clocks in the auditorium! Soon, copious m ‘' es dr ‘ ven ' n gruelling traffic to and from 
praises are showered on the musicians, the < ^ stant a * r P ort s and concert halls, but only 
title Tala Vadya Prakasa is conferred on P roc ' a ’ m l!il r|C!l -e wards reaped there- 
Professor Sankaran. and the Honorable fr ° m ' ,n thes e days of electronics, when 
Sri S. Ramachandran, Minister of Energy S ° Und Can be re P rod ueed with near perfect 
for the State of Tamil Nadu and other fiddity and wben enchanting music can 
dignatories present the awards. The music CVen be created on digital computers what 

resumes and continues well past midnight dnves these men and women, (some of 

and when ,t does end. many are eager to Wh ° m are engaged in the very research 

wa.t and express their keen appreciation to Creating such technology) to get involved 
me artistes. m curb 


verbial tick from the wrist watches and 


conclrt^t ^ describing • typical * ,teln P‘ ,0 maintain a link with it ? OrVit 

iS ,h « ^ rVtr**** research issues for” 


11 " 4 ’" d enchanting music can 

even be created on digital computers, what 
drives these men and women, (some of 

whom are engaged in the very research 
creating such technology) to get involved 
m such activities 7 Is » the legacy of the 
culture they grew up with in India or an 


- a gi 

Of dedicated enthusiasts, thousands 

iFVl I I jO C ni m M a m m m m 


alien culture of rock and disco 

a ~ _ a. id 


amidst 


„ * 1 "jauvj IU 1 a 

°f taTj ,0 *»°* that have 


‘asted the nectar of Carnatic 


^^ oth r obIcartofca ^S 

The concert described is the farewell con- 
cert of Lalgudi Jayaraman and Party in 
New York, the culmination of a long string 
of successful performances in the North 


- aw a ^rnatic music, these 

paying after all « ^' liar - Didn<t someone 

ganarasam phani ?” eni ’ vctt 

Our Great Artists 

■ion *££ « " ,C S,ory of our Associa- 
te. I would. however, like to give brieflv 
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fl'/st such^haTrw ,he L * lgudl tour - ,he Peasant personalities, like the other artistes 
i >t such that f was involvad with as the 


new Secretary of the Association. For, it s'ubsm mullet ,V Hi ■ *** 

is the artistes we sponsor that make our ^ ' ^ preS,lge of our organi - 


added 


apunsor mat maKe our _ af .- _ . , — 

efforts worth-while and bear fruit. In my Uoa and brou S ht spontaneous letters of 

short speech at the farewell concert, I said praiSC from both re S*onaI organizers and 

that Messrs. Jayaraman and Krishnan are a au diences. I take this opportunity to 

living example of the words of the great re£ ord the profound appreciation of all of 

T 1 1 m m In 1 I * m . • « — . — . . _ jL ll . ■ 


Tiruvalluvar viz., 


us to all these great artistes. 




\ 


The best help that a father can 
give to his son is to be worthy of 
being brought to the front rank. ” 


'‘The best service that a son 


'*” 11,01 a svu Can 9*a i nn/i c — n _ 

render unto his father is to make the J A ^ ^ 1' Rajagopalan ’ tbe 6rst 

world wonder wha, penance the “handfu^o'S^ °- f C n ANA ’ *° 
father did to beget him.” fr,ends Proposing that a non- 

profit , academy ‘‘devoted entirely to the 

recall saying that these two mt promotion an ^ propagation of Carnatic 


Birth of an Association 

The origins of the Carnatic Music 
Association of North America can be traced 
back to a persuasive letter dated January 


r ecal 1 


saying that these two not 


fTU UWI # * . 

only share the honour of being members of ™ U ' C m the States and Canada” be 

j .1 C 4 ^ J A ^ 


the Tyagaraja Sishya Paranipara, but 


formed. The dormant interest in Carnatic 


indeed add honour to that Parampara mus ^ c ' n these persons had been ‘'kindled 
The title Tala Vadya Prakasa conferred on f ° a ^ aze ’\ by tlie sporadic visits of a few 


the Talavady 


may mean “one who shines by 


n 1 irnatic musicians brought by 


to the 


or “one who adds lustre sma H groups of enterprising individuals who 

His contributions to bad assunied substantial financial risk and 
on in the Carnatic tradi- bad suffered considerable hardship in 
ently splendid nerfnrm. arran ging these. The need for the creation 


the art of percussion in the Carnatic tradi- 
tion by his consistently splendid perform- 
ances, demonstrations and lectures and 


of an organization with a sufficiently large 

membership to provide a dependable 

& 


research* as well as his zeal and untiring mem b ers ^ , P to provide a dependable 
efforts to propagate this art in the Western hnancial base * or underwriting concert 
hemisphere are what this title reflects. Each l ° UrS ^ “ infrastructurc to efficienUy 
of the concerts given by these great artistes ° rgan ‘“’ sm ' tours was eminently clear. 


was 


concert in Wachim>t rtrt i tour? oi 

masterpiece despite I he et i.v fh ’ • 7’ " ™ USiC,ans - Dr ' Rajagopalan suggested that 

P aesp “ e lhe J et la e *he violinists the proposed oreani,,.i„„ 


success. Their very first 


organizing concert tours of 


had h. 7. J " ' V,0,m,S,S ,he pr0p ° sed ^anization should cover a 

These me y any r tUne „ t0 recover rrom - Wlde spectrum of activities in the service 

held and you have undoubtedly witnessed cultural societies ... • • ““ St “ g local 

enought of their talents. They, through certs enenn . g g mUS,c con ' 
their splendid performances and their .. Ji!! musicians 


cultural societies in organizing music con- 
certs, encouraging talented musicians 
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providing 


them to perform, promoting periodical arranged a concert by Sangeetha Kalanidhi 


panel discussions and lecture demonstra 


Dr. M. S. Subbulakshmi, arranged a series 


tions on the finer aspects of Carnatic music, of lectures by the eminent musicologist Sri 


initiating music appreciation 


groups for Rangaramanuja Iyengar, 


published two 


enhanced understanding and enjoyment of volumes ol the newsletter “Sangeetham 
the beauty of Carnatic music, and observ- an< ^ initiated the tradition of celebrating 
ing the birthdays of the important com- Great Composers Day every year, 

posers of Carnatic music in a fitting ^ a ^ so s P onS( >icd a concert tour of the 
manner. Che encouraging response to that Hindustani artiste Parween Sultana. To 
letter resulted in the formation of the this illustrious record we have added in 

Carnatic Music Academy of North America 1983 the concert tour ol Sri Lalgudi 

with an initial membership of fifty three. Jayaraman and Party, a concert by 
To comply with the laws of the State of Professor K. V. Narayanaswamy, and 
New York, where it is registered as a “not- Veena recitals by Sffit. Muthulakshmi 
for*proJit organization”, its name was later Ranganathan and by Smt. Ranganayaki 

changed to “ The Carnatic Music Associa- Soundararajan. Our 1983 celebration of 


New York, where it is registered as a “not- Veena recitals b; 
for-profit organization”, its name was later Ranganathan and 


changed to “The Carnatic Music Associa- Soundararajan. Our 1983 celebration of 
tion ol North America.” I he Association the Great Composers’ Day featured a 
was inaugurated on April 17, 1979 by Sri moving Harikatha discourse on the 
C. V. Narasimhan, Former Under Secretary greatness of the Music Trinity by Sri 
General of the United Nations and a not- Balakrishna Sastrigal. Also two more 
table lover of Carnatic music. As though issues of the newsletter “Sangeetham” have 
to assert that the founders of the Associa- been published, and twenty five new life 
tion intended to back their words with members have been enrolled. 


tion intended to back their words with 
action, a concert by Sri T. V. Sankara- 
narayanan and Party was arranged on that 
same day as part oi the inaugural function. 

An Illustrious record 

In the short span ol seven years since 


Modus Operandi 

The Association has at present 151 

members each having donated 100 dollars 

towards lit e membership which is the only 


record that is truly 


that eventful day in 1976, the Association J“ nd availa “ e ; Under the watchful eye of 

has established a record that is truly Mate ° f NcW York > the affairs of the 

amazing. Besides sponsoring or co- . 10 ine Dest ot 

aponsoring the concert tours of the States ,' m ° crat ' c traditions. Decisions such as 

and Ca nada by such eminent musicians as Ch ,° ,C<! f ar,istes to sponsor ' eo “- 

Sangeetha Kalanidhi D. K. Pattammal. ?? etC ‘L are arrived a ‘ * a 


amazing. Besides sponsoring or co 
sponsoring the concert tours of the State 


Veena Maestro S. Balachander, Vidw 
Tanjore S. Kalyanaraman, Smt. Mani 


an 


vote of the Board of Trustees. A team 


among 


Krishnaswamy, Sri Mabarajapuram Sant ha- 

_ alv 

nam, and Flute Vidwan Sri Suresh, the The 


arc given 


isions. Suggestions of members 
tlue consideration in this process. 


Association organized the only concert small number 
given by Flute Mali in North America, elected by 


’ 1 1 i!i! ti| | fustees, except for o 


>er filling in 
the General 


Body of members 
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overall guidelines and Governments of the U.S. and India and 


directions for their actions. The Board their 


has a limited two years term and has 


respective States, philanthropists 


to other cultural associations here” and 


abide by a well written constitution. An India - and above all, the 

- JHW IS ■ I WL. ■ -K. L 


in 


efficient Regional Chapter of the Associa- 
tion in Washington. D.C.. is run along the 


To our members, besides the great 

ill A 


same lines in accordance with the provisions satisfaction and joy of contributing ba 
of the constitution. * UULlu e LO a 

worthy cause, we offer some benefits such 

A _ as a ta P e of a concert of each musician 

A Dream to Realize sponsored by us, at cost. To the govern- 

We see our goal not merely as one of ment agencies and other philanthropic 

providing entertainment but as one of or S anizations > we offer an efficient arm to 


providing entertainment but 


as one of 


supporting, preserving and propagating the su PP ort a beautiful art and to propagate a 

art of Carnatic music. We envisage a no* a valuable cultural heritage To the arti<te t 
too distant future when every major city in we offer excellent oppoftunities to serve 

local ' Ch 3 ? d Ca ". ada J" U haVe a ,heir art * a wel1 orchestrated exposure in 

pursue our • : hen ” * h ' WeS, " fl h - is P d -e. att JfoZZ 

pursue our goals without the worrii*c 


w 


have a 
we can 


our 


goals without the worries ary benefitSi aod aboye 

^labilitv. This i« nnt 


of financial viability. This is not 
dream, but a goal we are consiste 


our warm 


working towards. To attain this 


is not a u * i* 

consistently hosp,tal,t >'- Most importantly, to posterity 

this Inftv We aVe 3 fine ICgaCy of ,he « rea < a « of 


"uiua, ixj duaiu injs lofty “ ^ 

deal, we seek the assistance, patronage, ^ arnat ' c music performed on these shores 

and partnership of the Indian community nr v „ 

n the North American continent, the * ' ' .1. ""T™. 


CMANA* 


December 1984 He delivered the ‘Dr. 

V. Raghavan Shashtyabdapurti endowment 

lecture* at the Academy on ‘the Contribu- 
tion of Kerala to Carnatic Music’. He 


continued publishing the songs of Svati 
Tirunal in handy volumes and his latest 

was ‘Svati Tirunal Kirtanamalas’ published 
this year with notation in the Roman 
script and an English translation. 

In addition to his magnum opus on 
Svati Tirunal, Iyer published * Sanoita 


opus on 
Sangita 


7i Page 35 1 

Sastra Pravesika’, in 
theorv of music and 


on the 


ik itv music and a Malayalam transla- 
tion of the ‘Sangita Kalpadrumam*, a 
Tamil work on ancient musical theory by 

Gayakasikhamani L. Muthayya Bbagavatar. 


His geniality was exemplary but he 
was such an embodiment of humility that 
he would never project himself in any 


company. He did not hanker after publi 
city and led a quiet life at Trivandrum. 


For more details about 


CMANA, I 


1 5, Nero 


' CMANA and tor membership 
Avenue, Holliswood. N.N. 11423, 


ication, please contact 
l us at 212-776-6595, 


artists may contact the President of the Association at the above address 
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M. D. Ramanathan, A Great Musician 


Manjappara Devasa Ramanathan, a fortune, MDR never 

hdor of Science from the Victoria fate slit the thin snun 

)nA _ JL * . Jr u 


never 


college, Palghat, when he sough, ^ this' " y « r .‘ ‘ Pl,n WCb ° f hiS life 

sion in 1944 for the Siromani course in ' . . a 

music conducted by Kalakshetra, would Hard work 

have little imagined what a towering musi- 
cian he would one day become. And vet g * ant an oalc tre e may have 

the appetite of a 'true Sadhaka, for »ut till i, fell, it was one 

guidance by the mighty Tiger Varada- ° f the taIlest ,n the musical flora of our 

chariar was gnawing his vitals at a very countr y- H,s sincere and avid gurukula- 
young age and hence the knocking at the V3Sa u der “ Tiger ” was unqestionably 
gates of Kalakshetra where Tiger presided the Spr,ng that Quenched his musical 
over the music department with rare dis- tbirst - Added to that, of course, was his 
tinction. What since transpired is part of enormous “sadakam”, as a result of which 

the mnsiral nn^-iir t . ^ -- * „ his fine vmrp orpti/ r* 


Hard work 


This giant of an oak tr^e may have 
flowered late but till it fell, it was one 
of the tallest in the musical flora of our 


the musical annals not only of K dak. 
She.ra but India itself. After carving 
for himself a secure niche in the minds 


his fine voice grew in richness, bhava 
and breadth, while his tenacious adhe - 

rence to Sampradaya stamped him as a 

■> — 


and affections of thousands of true rastkas, truly classical artiste. His 


MDR shuffled off his mortal coils gnana ” was CahIe 


of absorbing such a 


in April 1984 at the age of 61 years and large amount of the essence of Carnatic 
presumably has joined his great Guru in music ’ its tenderness, ripeness, serenity 
the Elysian fields and aesth etic beauty, as to be infused 

* „ « m A m 


Lucky debut 


music, its tenderness, ripeness, serenity 
and aesthetic beauty, as to be infused 
with a high emotional appeal and even 
divinity. As Mr. K. Chandrasekaran said 
in his letter of condolence sent to Kalak- 


$uch are the tricks of destiny that shetra, “Ramanathan*# voice gained majesty 

MDR, a mature, full-grown musician, owed and depth and moved ,ike a ? rcat moun- 

his entry into big time, the prestigious tain Slream —-his voice registered at every 

festivals or the Madras Music Academy, tUrn ° f itS grand S ait -** 3nd the rasika 

to a fortuitous occurrence, as a stop-gap kDCW l ^ at he vvas in Ihe presence of great 

arfistp luhncp n »•»..: . music . 


iestivals or the Madras Music Academy, 
to a fortuitous occurrence, as a stop-gap 
artiste whose flowering talent was then 

known to Prof. T. N. Krishnan and whose 
recommendation in favour of MDR was 
readily accepted by the Academy. MDR 
stoimed the citadel oi music and won 


i CI Gold-digger of Music 

When Ramanathan was in one of 


won his best m 


* UIVVu 4.111 V 

the hearts of professionals and laymen touched us in our s 
alike with his expansive Vidwat. a deeply something intensely \ 
resonant and rich, melodic voice and sca t of our own sec 

inspired singing of Krit-s, rendered conspi alapanas often put us 

cuously enough in a Kalarlramana large or diamond prosnectoi 


;oods and sang, his music 
in our sensitive chords and 
intensely vibrant pierced the 
own sensibilities. His rasa 


as 


prospector. 


in mind of a cold 


Since that day ol the tryst with t t lodes and often striking 


□igcing up 
it rich, c 


L eitam 
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ragas became his domain so 


to speak, percussionists in the scheme ot things.) 


e a 
■ o 


Yadukulakhamboji, Ritigowla, Shama, Against this spreading desert in our music, 
ari Purvikaivani. While he was MDR.S deliberate choice ot Vilurnbakalu 


delving into them, even experienced was an oasis with its green palms and 


musicians as listeners w 


come u 


luscious dates 


. To 


his 


the spell of the incomparably suggestive extended kalapramana (with which most of 


power ol his 


the present 


adumbration of phrases of exquisite round- patienee)was 


younger ge 
a sort of fine 


no 


tool with which 


ness, colouring and subtlety, rolling out he probed the inner core of the kritis of 
of Ins rich voice like freshly minted coins. Thyagaraja and Shyama Sastry and came 
On such occasions, this writer has felt up with apocalyptic visions of their true 
l hat M DR infused a third dimension into beauty. When MDR sang ‘Dorakuna * or 


his music. 


Diwakaram Sanaisaram’ or ‘Jananinin 


Vast compass of Ideas 

Dr. Semmangudi Srinivasa Iyer gave 
expression to this aspect of MDR at the 
condolence meeting held at Kalakshetra 
on 5th May 19S4 under the banyan tree, 
when Rukmini Devi presided. Semman- 
gudi likened v 1 • • c of MDR s phrases to 


nuvina’ (Ritigowla) 


in his inspi 


moments, one felt that he experienced an 
ecstatic consciousners of their artistic 
content ; and that every sangathi he 
improvised yielded fresh illuminations of 
the song to our sensitised faculties. His 
thorough grasp of Sanskrit, Telugu, Tamil 
made him fully alive to the nuances of 


-rounded pearls’ issuing from the great the sahitya and the inner meanin 8 of the 
vocalist. Umayalpuram K. Sivaraman, the kritis ' And no praise can be t0 ° high for 

mridangam maestro, who has accompanied MDR ’ S modesty ' 

MDR on innumerable occasions and pv^rv „„ . . 

ons aim cveiy Whatever his detractors may say* 


time 


was ilmntt Q - . ««»«.*** may > 

_ . ‘ . , -participant in the MDRs music was to him an intensely felt 


singing by virtue of the inimitable way he 


used to fill up 


- my ne experience, a shared personal expression 

gaps in MDR’s music 0 , aesthetic sensitivity and enjoyment. 

e mridangam, No student of the musical history of our 
,K„ CCa . Sl ! n ; Mr ’ Slva l times can >g nore MDR’s monastic and 


with artistic touches on the mridangam, 
also spoke on the occasion. Mr. Siva- 
raman referred to the “vast compass of 

« A „ * 1 1 m. J T-V n * m 


ideas" in MDR's elaboration of Yadukula- t<>tal sef * denial of the flamboyant values 

kharaboji and his Vilambakala handling of tbe operation of Gresham’s Law 

kritis being a rare treat. * n music, are driving bhava* sphurita 

music more and more out of circulation. 

Exponet of Slow, Solemn music As the venerable Sankara Menon observed 


in music, are 


music more and more out of circulation. 
As the venerable Sankara Menon observed 


Gayakasikhamani *riyakudi Ramanuja t meeting ' . Ramanath ’»>'s 

- _ _ ^ handling ot Thvaearaia kirits Jlmnunlorl i a 


Iyengar was an epitome of the ••midhvn E ‘ ' n , yaga i raja klr,ts amounted “> 

makala” in Carnatic music In i * eommen,ary (Nashya) on Thyagaraja- 
years rasikas* * ■ * ? ' . 1 rCCent rcal, y ‘amnta’ to the ear. 

years, rasikas ears are increasingly pounded 

by 'dhut iiakala ’ expositions (which have Fine Repertoire 

incidentally heightened the role of the th;. i_ _ _ 
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Fine Repertoire 

This writer has been 


present at 


hundreds oi concerts of Carnatic music. 
Yet, he has to confess that only MDR has 
been known to elaborate Vasanlhavarali 

raga and sing with total involvement 
■Pahirama dhootha”, one of the most 
moving of Thyagaraja's kritis on Lord 
Anjaneya (and probably the only kriti in 
that raga by any composer). That was 
stuff of which dreams are made of. 

With the demise of MDR, we have 
probably lost for ever the ‘padanthara’ for 


so many of figer Varadachariar’s creative 
gems-his varnams in Vachaspathi, Bahudari, 
Yadhukulakhamboji, Begada, Arabhi, 
Kalyani, Kedaram, Abhogi, Durbar, 
Sriranjini, Saveri, Manirangu, Janaranjani 
etc All honour to the departed soul, a 
magnificent musician and a gentleman to 
his finger tips. Not Kalakshetra alone 

but clasical music has suffered an irre- 
parable loss in the death of M.D. Rama- 
natban. 

K. S. M. 



In the demise of the veteran Nadas- 
wara Vidwan Sangeetha Kalanidhi 
f. S. Subramania Pillai in June 1984 at 
the ripe old age of 90 the Carnatic music 
world has lost the doyen of Nadas- 
waram artistes. It has in fact created a 
void in the domain of the hoary Nadas- 
waram art. 

Born in Thirveezhimazhalai oi l'hanja- 
vur District, Subramania pillai hailed from 
a traditional family of Nadaswaravidwans, 
He learnt the art from his own father 
Swaminatha pillai and soon acquired name 
and fame in this unique wind instrument. 
Along with his younger brother Kalaima- 
mani Thiru T. S. Nataraja Sundaram Pillai 
and under the name of ‘‘Tiruveezhimazha- 
lai Brothers”, accompanied by the veteran 
Thavil artist Needamangalani Meenakshi 


Sundaram Pillai, he gave innumerable 
Nadaswaram concerts not only in Tamil - 
nadu, Andhrapradesh, Kerala and Karna- 
taka but also in several important cities in 
India 

His Nadaswaram playing was noted 
for its melody and chaste and Sampradaya 
Carnatic music. He was the Asthanavid- 
wan of Dharmapuram and Tiruvavadu- 
thurai Atheenams. He was the first 
Nadaswara Vidwan who was awarded 
Sangeetha Kalanidhi by the Music 
Academy, the premier music cultural body 
ofjndia. The Central Sangeetha Nataka 
Academy also conferred on him its award 
in recognition of his eminence in this art. 
He was mainly instrumental for the incep- 
tion of Nadaswaram and Thavil courses in 
the Music Colleges of Tamitnadu. 
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Mridangam Vidwan Vellore Rama- 
bhadran was the recipient of the Palghat 
Mani Award (a cash award of Rs. 1,500/- 
besides other insignia) at the hands of 
Sri V. S. Malimatb, Chief Justice of 
Karnataka, at a very big function orga- 
nised by the Palghat Mani Iyer Memorial 
Art Centre of Bangalore on 27th May 
1984 in the Chowdiah Memorial Hall. The 
award comes from the K. Puttu Rao 
Memorial endowed by that munificent 
patron of arts, Sri K. K. Murthy, in 

memory of his father, the late K. Puttu 
Rao. 


If a vote was taken today among 
main artists as to who is the most popular 

percussionist acceptable to all, Rama- 
bhadran would be the unanimous choice. 
Reasons: First, his low profile and 
modesty; secondly, his playing refutes the 

common view of ryhthm as palpable stres- 
ses and proves that ryhthm can be a 
flowing interchange of tonal currents 
between the main performer and himself ; 
thirdly, he shuns all and every kind of 

grandstand play. In an era of percussion 
playing that is increasingly formula- 
ridden, he shows a flattering predilection 
for the simple, melodic accompaniment 
that can steer any concert on a sparkling 
course. His light touch and nimble fingers 
can clothe the familiar strokes with a garb 
of striking, even original charm. The Sate 
Madurai Mani Iyer and M. D. Raman at ha n 

used to speak of him as “Suswara Rama- 
bhadran” and preferred him to others. 
When Krishna Gana Sabha, Madras con- 
ferred on him the title of “Sangcctha 


( i i any”, Palghat Mani Iyer himself 
spoke highly of him. 


Semmangudi Srivasa Iyer has consis- 
tently backed him from the forties and 
has helped him to attain the eminence that 
is Ramabhadran's today. He and Rama- 


11 ’I apparently worked on the hunch 


that the music world was probably tired 
ol the stupendous feats of Palghat Mani 
Iyer and would welcome a more restrained, 
simpler style of playing. How right they 
have been proved is part of recent 
percussion history. 


Congratulations, Raraabhadran ! 

Swati Tirunal Festival 


Shorn of unnecessary glitter and 
hypocritical speeches, the ‘‘Swathi Tirunal 
Sangcethothsavam ” organised bv the Sree 
Swathi i birunal Sangeetha Sabha. Kamdar 
Nagar, Madras in April last, was one 
of the best music festivals of its kind. 
The inauguration proceedings in which 
Sri C. Subramaniam. Sri Venkatasubbiah 
(■Minister of State for Horae Affairs), 
Dr. Balamuralikrishna and Sri K. Raja- 
ram, (Speaker, Tamil Nadu Legislative 
Assembly) took part were a model of 
efficient planning and good taste. Great 
restraint was shown by all speakers as to 
the need for such a festival — in which 
Swati Tirunal kritis and compositions 
alone were sung — at this point of time, 
as only a little previously a lot of dust 
had been kicked about Swati Thirunal. 
Both Sri KJ. Yesudoss and Sri R.G. Deva- 
rajan, the Secretaries, were paragons of 
modesty and self-effacement. 

( continued on Page 54) 
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The programming, the day-to-day 

conduct of the festival (under most salu- since admission to all the concerts 

air-conditioned free. 

Bhavan 


financial terms 


it was an onerous venture 


5 


must have cost 
the organisers a packet. On top of that 


auditorium of the Bharatiya 


I 


Mylapore) and not 


least, the laudable 


Yesudoss also distributed a 


Sri 


idea of honouring that 


rewarding and charitable publication on 
Swati Thirunal replete with very iofor- 

erucile articles and some 

notation 


J 


» 


“Swathi Thilakam 


If 


All 


with swara-sahitya 


kritis 
music lovers 


Rs. 3,000/- and similarly, Violin Vidwan 


ip 


Tiruvallore Subramanyan and mridangam 
Vidwan Sri Kuttalam Viswanatha 


Iyer, laudable and selfless efforts to bring about 

a Swati Thirunal renaissance are rewardad 


very eloquent gestures. In purely 


Cultural Scene in Bombay 


By 


SULOCHANA RAJENDRAN 


Minister referred to her cultural pursuits 
which “brought together people of variou 

, creeds and faith and promoted 
national integration 
the hour. 


1 feel very small, i feel very humble 


*9 


4 4 


9 


said Dr. Padma Subramaniam, the recipient 
of Sangeetha Natak Akademy and Nehru 
Awards, replying to the ’’elicitations by a 
Committee of Hosts which included 


s 


the crying need of 


i if 


art patrons, gurus and 

Kumar Shinde 


eminent artistes, 


T. V. Ramanujam 


Professor 


headed by Shr t Sushil 




1 okadharmi 
tribution to make the art of dance quite 


n 


con- 


ii 


Minister for Finance and Cultural 


irs 


at a glittering function on a March Sunday 


intelligible to a large section of the 


at the SIES Hall, Matunga. 


whilst Soli Batliwala, the doyen among art 


Her concept of dance is 'as not a mere 
physical action but action that comes 

reaction*. Her training and 


efforts at 


praised Padma’s 


patrons, 

bringing out what was oldest in 
Her creation of 


our art 


• Sukha Lasya’ merging 


an inner 


performing experience speak of her dancing 


insignificant 


music with movements is no 

Others who 


approach and intense dedication, 
rededication to the cause by donating the 
entire cash that went with the award to the 


And her 


* 


V. Subramaniam. former Finance Minister 


* 


Guru 


Sitara Devi 
of Rajarajeswari and 
senior student Javashree Raja- 


Kathak exponent 


ft 


Uttara Chidambara temple 


Go vindaraja Pi I la i 


which would enshrine the 108 Karanas of 


Padma s 


Shiva Parvati was exemplary 


u 


■* 


Innovation within 


More Music Fare 


ade 


i 


a 


a 


innovative 


<li> « 


Commending her 


within the 


whilst being 
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five vocal recitals, of which one was by stream o ; music and Narendran provided 
a local celebrity, on the staff of the Subha’s soholarly percussion with uncanny ease and 
music school and a Bharata Natyam recital, softness. 

The Sabha's experiment with a one-dav 


fare in place of twin-recitals by the same Prema Hariharan's Fluency 

artiste was welcome. 

Another musician of the month was 
Mani Krishnaswamy's Fine recital Prema Hariharan, a musician with a well 

It is the vitalty of Mani Krishnaswamy's * ra ' ne ^ voice that seldom flags. Not 
voice and vidwat disciplined in the distilled siven to gimmicks but tradition-based, 
purity of tradition that sustain her music. < splays a fluent style with a feel for 


Mani Krishnaswamy's Fine recital 


It is the vi 


her Sad iaka is her thorough 


she 

the 


displays a fluent style with a feel for 
song. Yet if her recital fell short of 


grooming 


in 


Kalakshetra and under ex P ectat i°ns, it could be because the pauses 


eminent maestros like Mysore Vasudeva- and puncniat,on s and programme planning 
char, Musiri Subrani 3 nya Iyer and so essential to a great performance were 
T. K. -I ay a ram a Iyer, to mention a few n hng. That she has the strength and 

stamina, the depth and delicacy and the 

Mani’s concert for thp a • r a mbam and vishranthi were evident 

I was marked f, , % renditi ° ns ° f "Meenakshi Memo- 

; with an added attraction „r y ^ and “ Karthikeya 


ming with an added attraction of accom- Kangeya " ( Todj) 
phshed accompanists, A. Kanvakumari not be sain „e 1 


enr 


and Narendran 

the recital 


ofluoDd, Latangi, Kharaharapriya and 
Thodi alapanas towered in their traditional 
grandeur and graces. Todi Pallavi in 
Khanda Triputa was a refined treatment 


> (lodi). But the same could 
e said of the alapanas, though they 
elaborate and with a certain brilli- 

to °- So much could she invest 

jan Narayana” (Bau |i) and .. Nara _ 


m 


yana” (Suddha Dhanyasi) with t 

feelincy a.. ,, ' asi ' with emotive 

of the e Same She seemed ensure 

^ raga nuances in “Teratiwnaa 

Raadaa’* frin„.n , yy a S a 


r aga nuances 


The concert had a refreshing whiff or vTnT^ (G ° W,ipanthu ) and “Arulseyya 

melodic hues Dikshitar , s (Rasikapriya). A hurried 

l ueumahka which is rarely heard thm PaUavi -.Id ns well have 

days. A„d avoiding percussive combina- 

6 Sf>Un . swara prastaras with Kalyani Sarmo’e a_: 


. pui1 swaraprastaras with 

■exquisite spontaneity that ideally suited 

tions had she cast off a few outmoded 
variations, kntis like "Chakkani Raja- 

margamu • would certainly have had a 
more majestic stature. 

Kanyakumari relished every bit of her 
Tparticipatu adding her own melodic 
dimension without disturbing the main- 


Kalyani Sarma’s Aristry 

Sandwiched between * 

Kalyani Sarma i„ ‘ * ,WO was 

•he Mini audho ium ZTA “ 

: i °;“ n8 - ■ Yet wi,h her 

Semmangudi Srinivasa Tw ,? r 
■i nivasa Jyer regaled the 

rasikas with choice seleotin 

amftno .. " olce Elections, noteworthy 

fi w ich were Saveri and Bhairavi. 


Sandwiched 
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■sappomting 


glamour, no gilt— but music that came as a comneie ♦ 

f rom the heart with refined artistry con , P . Dt dCC0m P anjs t* And the 

concert had an experienced mridangist in 
Venkatesan Disappointing Palani Kumar to provide ‘pucca’ percussion. 

Though heard after a long gap. Brilliant Sujatha Srinivasan 

T.ruppoonduruthi Venkatesan impressed 

as a musician with immense capacity. He a °^ OUS ’ P u l sat *ng with rhythmic finery 
has cultivated his voice in range and S-* ^ in " ate musicaI sense > Sujata 
resonance and attuned his imagination to N n “ ,vasaD . treated the ra sikas to a Bharata 
aesthetic flourishes. Singing with full- J^,-! C ' tal ’ hal WaS more than a P'«sing 


Though heard after 


gap 


Tiruppoondurutbi Venkatesan impressed 

as a musician with immense capacity. He 

lift _ 1 ji * j, « * . 


voice in 


pacity. He 
range and 


flourishes. Singing with 
obustness and times in 


full- entertainment. 


- — auu umes in supp- 

ressed or muffled modulations, he essayed 

fQ/iAA 1 _ L a i ■ 


gas elaboraetly and with refreshing ratnam. she exuded 
originality. Todi was an instance and subtl e brilliance i n 1 


Trained by Guru Swamimalai Raja- 


natural charm and 


were sincere efforts in interprera- 


tion. Yet a full 


originality. Tod. was au i„ stance and subtle brilliance i n her technique ' Th ~ 

Pantuvarah, too with its shadja-panchama was warmth and expressive feheity in her 

varja prayogas scored well. The kritis abhl "aya though the choreography cere- 
“Needaya Raavalegaka ’ and “ Shobha- raIIy had a l «beral does of Lokadharmi. 
name were sincere efforts in interprera- 
tion. Yet a full integrated image was . *^ obamana,, » the Bhairavi Varnam 
missing. Reason? A sort of anxiety to P ro J ected her nritta competence and abhi- 
‘offioad' too many ideas at a stretch and ° aya ex P ressivit y- Khandita surely was 
the gushing forth of phrases and designs hCf f ° rte < l ‘ Arivena yy a *'-Atana) though 

in a deluge and without a definite form. ShC carried hersclf equally with ease in 

And for many sangathees in niraval and ,ntcn ' e bhakt * 0* EnneramunT-Devagan- 

swaraprastharas to almost all items beas- dhan \ No less poignant washer “Asai- 


image was 


swaraprastharas to almost all items beas 
yed a lack of sense of proportion. 


ln )* Here is a talented 
progress will be worth 


rajan (viol in ) was 


tnrougii and young Swaminathan (niri- 

dangam) played with soft resonance and 
subtle anticipation. 

Promising Mathangi 

If her Bindumalini exposition and 
‘'Entamuddo’* renditions were any indi- 
cation, young Mathangi has a promising 
future. Hu musical vision is bright, only 
it requires seasoning to make music 


melodious all watchin ^ especially as her guru is not only 

nattaan Li- “ a “ teachar but a >*<> a " accomplished 


singer 


Seshagopalan Quietly Brilliant 


T. V. 


in his recent 


appearance at Shanmukhananda (May) 

delved deeply [ into classical depths and 
took to weighty interpretations with a 
relish in vilambam. He presented a couple 
of gems from Muthiah Bhagavatnar’s 
treasure: “Shakii Ganapathim Bhajeham*' 


in vi 


sa 


ri n( i uiua ^ . via uapainim nnaienam' 

g winch comes of experience and (Nanai), -Vanchatovuna ' (Karnaranjani) 

iKU. Accomnanvinp her nn t 


am 


. ' * w — \ I\ai iMtitn I 

>mpanying her on the violin which established his deeper musical 
pakesan projected hcreself volvement and fluency in dew modes. 


in 


5' 


The alapana of Carnaranjani was sow- 
ful with a touch of Shivaranjani in the 
madhyam-varja designs in Arohana, Its 
true form could be understood only in 
kriti rendition and its grammar precisely 
in chittaswara which glided through 
nvifthva m i in a vftkra nravoca in the 


Its g 


in 


ara 


madhyama in a vakra prayoga in the 
ascent. Splendid niraval and technicalised 

swaraprastharas lent his ‘Saragunapalimpa 

a heavy weight vidwat with a penchant for 
vinyasa. The Kedaragowla alapana was 
brilliant save for a couple of patches that 
strayed off the raga region. 

Listening to his Manji Padam and the 
ragamalika one wished Seshagopalan 
specialised in this pace and poise. 
S. D. Sridhar’s violin was complementary. 
It was Narcndran (mridangam) who how- 
ever compelled attention by his exquisite 
melody in accompanying as well as in the 


in g on flamboyance apart, the teenagers 

Ganesh and Kumaresh who are emerging 

fast on the instrumental front, flanked by 
another teenager Balaji, the kid-prodigy 
mridangist and seasoned Subramantam 
fghatam) displayed an enviable skill in a 
violin duet complementing and supplement- 
ing each other with uncanny synchrony. 
Fnrmerlv of Bombay now settled in 


ras, the 


was 


jay now 
rs had sh 
. Their rh; 
id their i 


* * 


Their Chandrajyoti (“Baganayya 
Andolika (“Ragasudharasa M ), Sans 
(“Giripai”) revealed their confidence a 
fluency. A little more concentration 
the finer nuances of the ragas in th 




traditional format should help them c 
their daring forays which do go awry < 
sound alien at times. The mini- maestro 
the mridgangam was a thrill to watch a: 
precisely anticipated tricky techn 
passages and negotiated with accuracy. 


curb 


o on 
as he 


Viji Prakash Dances well 


Sundaresan's Calibre 


A. Sundaresan's shastraic disposition Natyam nor diluted 


Viji Prakash, a product of Sri 
Rajarajeswari has been one of the few who 
have not strayed from mainstream Bharata 
Natyam nor diluted the tradition or a 


has a distinct aura and his music is of a 


pure intellectual type requiring a rasika to 
be alert and attentive. His voice casts no 


more ati aractive technique. In her latest 

“ Purandaropanishad”, an anjali to the 

Bangka Pitamaha under the aegis of 


melodic spell nor does he indulge in 
pyrotechnics. His Pantuvarali, Sriranjani 
and Todi in the June programme at 
Shanmukhananda left an impress of his 
scholarship and performing calibre. He 


at 


was 


(violin), the promising Ramesh— Rajagopal 


Fine Violin Duo 

To the hardboiled conservatives who 
arc i 'imistic about the future of Carnatic 
music, the team of youth the Sabha pres- 
ented in June perhaps served as a rejoin- 
der. Their unbridled enthusiasm border- 


the Karnataka Sangha, Viji was seen in her 

dramat c element although she had not 

relaxed in her exacting and complicated 
nritta. 

Besides the familiar keertanas of the 
bard such as “Venkatachala Nilayam” 
(Sindhu Bhairavi), “Mella Mellane” and 
“Neene Anathabandu” (both regamalikas) 
she performed a varnam setting Saroja 
Anantaramayya’s composition “Purand- 
aradasa” to the musical format of the 
Bhairavi Varnam "Mohamana”. The eariy 
life of Srinivasa till he turned into the 
bard Purandaradasa was the theme highly 
dramatised by Viji with absorbing 

introspection. 


It was the haunting melody 

Ramamurthy that added an ai 
sion and depth to the visual int 


of Prema 
al dimen- 
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A week long 44th Annual Bagavatha 
Mela Dance Drama festival was held in 
Melattur from 9.6.84 to 16-6.84 in which 
a series of dance dramas of Venkatarama 
Sastriar like i’raha ada, ! tarisc landra Part 
I & Part II, Vipranarayana were staged in 
addition to Valli Kalyanam in Tamil. 

The credit and kudos for having made 
known this popular, traditional art form to 
the world, which is highly classical in 
character both in music and dance, cer- 
tainly belongs to the Late E. Krishna Iyer, 
an eminent dancer and art critic, the 
founder secretary of the Music Academy 
and the first nominated Secretary of the 
Tamtlnadu Eyal Isai Nataka Manram. 

Languishing Art 


folk art forms. The Government of Tamil 

nadu has also agreed in principle to allot 
a sizeable grant to the Manram ror the act 
complishment of this project, 

The very fact that these dance dramas 
bad been witnessed by Kamaladevi Chatto- 
padhayaya, Balwant Gargi, Dr, V. K. 
Narayana Menon, Smt. Rukmini Devi and 
a few other popular dancers and musicians 
apart from research scholars in India and 
foreign countries, bears ample testimony 
for the popularity and high technical 
aspects of the dance drama art. 

Prahalada 

Prahalada, the entire dance-drama 
running about for six hours was covered 
through the video. These dramas are 
noted for their technical excellence and 
classical content. 


This languishing traditional art is 
surviving only in Melattur wit!: sporadic 
financial support from the General and 
State Sangeeta Nataka Akademics and the 
encouragement extended by a few art-min- 
ded people. 1 he lamilnadu Eyal Isai 
Nataka Manram which has been realising 
the need and necessity of the documenta- 
tion of this art for some time past, made 
arrangements this year for the video cove- 
rage of its first dance drama viz. Prahalada 
on an experimental basis. If this project 
comes out successful, the Manram has 
proposed not only to document other dance 
dramas but also the other dying traditional 


Kumar (younger brother ol Kalai- 
mamaoi Sri, S. Natarajan) as Hirayana 
stole the honours of the show. Sri Nata- 
rajan in the role of Leelavathi gave a con- 
vincing portrayal. Vocal musicians M/s 
Krishnamoorthi sarma, Srinivasa Ragha- 
van Veeraraehavan gave an excellent 

!p 

account ot themselves with their pleasing 
and melodious music. 

The festival came to an end on 16.6.84 
with the Utsavam performed in reverence 
to Lord Anjanaya. 

K. L. RAMAN 
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News am I Notes ( continued from page 47 ) 


“ Saraswathl** valuable addition to any musicologist's - 

It is gratifying to see “Saraswathi”, Mrary-so rich in content and covers diverse 
a chamber music organisation, growing Iacets of that c °raposer. The public owe 
wings ano taking off from the dull g roun( j a of thanks to “Saraswathf’s Mana- 

of arranpincr Aid Cornmtffp^ ?inrl jl 


It is gratifying to see 


arranging mere recitals. During the Committee 


to 


O * mf * V 

past one year, this active body has Mr * N - V * Subramaniam (a Senior Railway 
stretched its activities to cover lecture- Officer and a good violinist himself) for 

Jl - ji * . - a! _ . . « * * _ " 


demonstrations by artists high in the the wa y in which this lively chamber 
ladder of fame ; encourage some budding music club is being moulded and run. 
talent by offering a platform to them ; 

also provide opportunities for new com- Sn Swati Tirunal Sangeetha Sabha 

_ JL 


~ vuvuug a piauurm 10 mem ; 

also provide opportunities for new com- Sn Swa,i Tir unal Sangeetha Sabha 

positions to be sung. But it capped all Frequent references have hen ,, 
these efforts with celebrating on ->Sth Mav in .hi, ■ , , . , been made 

1984. the illustrious Mysore Vasudeva bv th U £3™ Tr' the “ nt Work done 
char's 119th birth-day anniversary with ‘ W“ at Trivandrum, more recently 

great eclat. That fine eclectic musician P . reSen ‘. Mahara J a Swa ti Tirunal as a 

Prof. T. R. Subramaoiam of the Delhi fl t C ° n mp0Ser fil t0 be ranked with 

University, gave a rewarding performance ° ° th m0ne y and ^ have 

consisting only of Vasudevachar’s brilliantly d ,0 good purpose in the 

variegated compositions-some of which preparal,on i of the Sabha's Souvenir 

“ “ «he ragas Behag. Sama. me.tve Sttl" iT** ° f ^ 
full hlnnm a. ayagaraja trad, t. on in natmg but staunch patron of 


full bloom. AS With a CBS play, one was mjc (She Z ZcS^Z « 

incisive, well-couched meaningful preface by the late ci r fin ar,lcles 

that TRS gave on the occasion or his IW » «--= ‘ ' , Ramaswam 5' 'yer. 


evocative rendering of the t P ;* Z * and others, poignancy 

Vasudevaehar. kr '“ S of VeS,s ,n an articla entitled -Old gems with 

new lustre" by Dr. S. Venkitasubramanya 

Souvenirs by Sabhas are ordinarily J*’ Wl '° died on 18 ' 4 -84. the day after 
money-catching nets and often are n thC conciusion of the festival. 


even available for public j, 
But the special publication of 
wathi” on Vasudevaehar with 
articles and reproduction of 

articles was a superb ennfrih,-:. 


1 are not 
1 aspect ion. 


the conclusion of the festival 


Dr. Iyer’s eminence 


■■ ■; ° su * u,cnc e as an authority 

Maharaja Swati Tirunal is universally 

'A t 


, * MWIUJ 

J5? C ° RCeded ' (Elsewhere 


understanding of Vasudevaehar 

as a brilliant composer, ft 


contribution to the 


in 


note on this 


pages is an 
y by his 


stature 


can be 


Uo\e friend and admirer, Sri T.S. Partha- 

!! ra f hy ’ Sectary of the Music Academy, 
Madias). Some anecdotes from the life 
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of Swati Tirunal culled from his 


and his Music ” (1975) 


magnum and another hard- 


article by the 


same author, denouncing the tirades 


reader interest of the Souvenir. A dis- 
criminating albeit lengthy article on 


^ en anciog ihe against Swati Tirunal’s musical achieve- 


Ali Khan, the Sarod Ustad, by 


Sri S. Natarajan, an active member of duced 


meats by some artistes outside Kerala 
add spice to a Souvenir, very weii pro- 


the committee and 


and informative. Well done. 


good pamphleteer, Swati Tirunal Sabha, Trivandrum. 


% 


KSM. 


a 


in Madras 




# 


Under the auspices of the Narada the 


<3ana Sabha and the Krishna Gana Sabha, sthanam Rama lyenga 
the Matunga Dramatic Society staged its Chari in the role), w 

well-known musico-religious plays “Thyaga- The Purandara plav ■ 

ran* ” -Jnrl J n 4 1 i _ i - _ . “ 4 


as, esp. Kuppier and Thiilai- 


n Kama Iyengar (inimitable E.R.R. 

in the role), were fine to watch, 
randara play, again, with Kasturi 
leading role, was excellently produ- 
d acted. In these days when the 


raja ” and « Purandaradasa - in Madras, in the leading role,’ wa s 1 
Attendance at both Sabhas was really good, C ed and acted Jn these 

a tribute to the reputation of M.D.S. since public taste is fed on 


in Madras, there 


is 


a w.uc variety historic plays or humorous social skits 

taged every day, in which pro- Matunga Dramatic Society's troupe with 
participate and attract audiences their performances in Madras created a lot 
ut for sheer entertainment. The of nostalgia for dramas showing the lives 

“» 4" jAb dill- 1L n f m _ ,_a_ .A t — _ 


or 


of plays staged every day, in which pro- Matunga Dramatic Society's 

fun Ai n. mlt A 1 n » A — 4r ? * __ X , A a. ■ * * M. ' ' ‘ J 


are out for sheer entertainment. The 


spacious stage of the Music Academy, Q f Saints. 

Madras, was well utilised by the Bombay 

amateurs to provide rich backdrops against X x x 

which their acting stood out. Mr. S, R. It is a sad thing to record the death of 

Kasturi’s realistic make-up as Sri i yaga- Sri N.C. Sundararaman. an I ion. Secretarx 
raja — the tufted head, Tulasimala, the of the Sabha, under tragic circumstances. 
“ chiplakattai ” in the left hand etc meshed H e was on enthusiastic and energetic 
into a realistic portrayal of the Saint. AH worker for the Sabha. until an unkind 
the famous Tyagaraja songs were rendered fate snatched him away. His genial per- 
by him with bhava and fluent melody, a sonality is much missed by the members 
point that won requent cheers from the of the Sabha and his colleagues on the 
fcnowledgable audience and from the great Committee. 

Manohar who was by my side. Jalpesan, KSM 


mial per- 

members 
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The 3rd Palghat Mani Iyer Memo- 
rial Lecture. Award-cum-Music Festival 
organised by the Palghat Mani Iyer 
Memorial Art Center started with a 
colourful function at Chowdiah Memoria 
Hall on Sunday, the 27th May 1984- 
Excerpts of recordings of Palghat Mani 
Iyer’s mridangam were played as a prelude 
to the 5-day Memorial Festival. Prof.Asliok 
Damodar Ranade, Associate Director of 
Research in the American Institute of 
Indian Studies at the Deccan College, 
Pune, delivered the Palghat Mani Memo- 
rial Lecture, entitled “Musics & Rhythms”. 

Prof. Ranade explained the main 
basic categories of rhythm like Tribal, 
Travel, Folk, Classical & Popular, and 
said that chronological time was different 
from musical time. He explained in great 
length, the visual and mathematical 
aspects. Pro ’. Ranade also observed that 
the rhythmic structures in art were more 
flexible and differentiated from the clock 
time and art time. 

In the interesting question-hour that 

followed, Bangalore K. Venkataram won- 
dered whether mathematical precision was 
either required or advisable in art music. 
Gayathri Rajapur of Hawai brought out 
the ethno-musical terminology. Sri 
B. V. K. Sastry spoke on I’rof. Ashok 
Ranade, while A. Seetharam Avadhani 
proposed a vote of thanks. He announced 
a proposal for the creation of B. S. Shan- 


karanarayanan Memorial Endowment 
created by B. S. Somanath and also 
thanked the latter for his assistance in 
organising this Memorial lecture. 

The K. Puttu Rao Memorial Endow- 
ment Palghat Mani Award function 
followed. The Chief Justice of Karnataka, 

Hon’ble Justice V.S. Malimath, presented 
the Award to Vellore Ramabhadran. The 
Citation, a plaque containing a cash of 
Rs. 1.500/-, a Shawl, and Sandalwood 
garland were also presented to the 
Awardee. At the suggestion of musicians 
and the Sadas Vellore Ramabhadran was 
also awarded the title “Mridanga Kala 
Shiromani”, The Chief Justice also relea- 
sed a Souvenir on this occasion giving 
details of previous annual festivals, the 
biograptical sketches of the Awardee 
Vellore Ramabhadran, Prof. Asok D. 
Ranade, and the activities of the Art 
Centre during the previous years, besides 
several select photographs of the ate 
Palghat Mani Iyer and other participants. 

The Chief Justice in his remarks 
observed that the percussion artistes are 
not being given a fair deal and requested 
the Sabhas and organisations to recognise 
the contribution of other percussion 

artistes in instruments like Ghatam. 
Khanjari etc. Vidwan Lalgudi G. Jaya- 
raman and Vidwan A. Subba Rao felici- 
tated mridangam Ramabhadran on his 









unique artistry for the past 4 
Several organisations and artistes 
ded Ramabhadran. 


decades, on Ghatam gave a 


recital 


n- 


Sri B.V.K, Sastry introducing the y- . 


on the 3rd day. Veteran Vocalist Vidwan 
A. Subba Rao gave the penultimate concert 
in the company of A Veerabhadriah on 


Award and the Awardee recalled the servi- 
ces of the well known patron of music, the 
late K. Puttu Rao of Mysore and also 
complimented Sri K. K. Murthy for creat- 
ing the K. Puttu Rao Memorial Endow- 


in, Anantha Krishna Sharma on 


Mridangam and Bangalore K. Venkataram 

on Ghatam. 


fhe valedictory function on the last 


day was preceded 


recital of the 


ment for the Annual Palghat Mani Award, infrequent folk instrument Chowdike by 
Sri K. P. Nayar, President of the Art Subbtah of Nelamangala, who was sup- 
Center. welcomed the gathering and Ban- ported by Barike also. N. N. Kathavi, 
galo e K. Venkataram, Executive Director Director, Kannada & Culture, Govt, of 


of the Art Center, gave a brief report 


Vellore Ramabhadran thanked the Art 


Karnataka, in his valedictory address, 
observed that there are a number of per- 
cussion instruments spread all over the 


Center Tor the honour done to him. S. country, especially in Karnataka and that 
Ramachandran read the Award scroll and adequate encoorageraeni should be given 


the Citation. Vidushi Suma Sudhindra to percussion i 
compered the proceedings. Vidushi G. R. ations and esp , 

Jaya, Director of the Art Center, proposed He praised the 


the vote of thanks. 

The Award function was followed by 
a highly delectable Violin duet by Lalgudi 


to percussion instruments by the organis- 
ations and especially the academic bodies. 
He piaised the elforts of the Art Centei in 


presenting several percussion instruments 
in an ensemble. 

Earlier. A. Subba Rao recalled the 


G. Jayaraman and his daughter Kum. J. services of the late Palghat Mani Iyer in 
Vijayalakshmi supported by Vellore Rama* enhancing the status of mridangam to 
bhadran on Mridangam and K. S. Manju- wh at it is today. Bangalore K. Venkata- 
on Ghatam. ram g ave a Brief report of the 5- day festi- 


bhadran on Mridangam and K. S. Manj 


nath on Ghatam. 


Concerts 


val. A. 


the 


^ he music fcslival side of the celeb- 'hanks. 

at ,hc Ra ™ Bhajana Th 
a ha Hall, Malleswaram with an enthral- ralli "S 

Ported by M S rZ 1' ' SUp ‘ College 

y M. S. Govindaswamy on Violin K- Ven 

Seshaairi n e " dran °" Mridan ® a '"- Sosale “j 

aeshagiri Das on Khmhri \;:j . . ~ Mridan 

Nagaraani Srinath of Mv h ‘ G ‘ K Vad *>- 
oy Beshag |n Rao ° n v i0)inf A y ing will 

on Mridangam and Suleanv* d nand was ver 

‘ y Ramagopal receive* 


ram Avadani compered 
and proposed the vote of 


The Festival concluded with an enth- 
ralling session of * LAYALAHARI ’ by 
the percussion ensemble of Sri Ayyanar 
College of Music, presented by Bangalore 
K. Venkataraman and directed by Anoor 
S. Ra nakrishna. The team consisted of 
Mridangam, Tabla & Tabla Parang, Gethu 
Vadya, Khanjari, Ghatam, Sammela and 
Chande, Konnakkol, Dolu, Dolak, Mors* 
ing with a violin base, The entire festival 
was very well covered in the Press, and well 
received by the Artistes & Public. (FAC.) 
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KALI ’ANA 


Miss Marline Metayer, a French girl 
now in India under scholorship, belongs to 
a family of artistes. Her mother is a 
music teacher, while her father can play 
the violin. She herself learnt the piano 
and since 1976, has learnt to play the flute. 
After some coaching in Western classical 
dance, her interests turned to Bharatanat- 
yam. i his was sparked off when she 
attended a seminar ‘on Bharatanatyam 
held in 1977, conducted by Malavik.i, a 

French dancer, disciple of the late Conjee - 


vararn Ellappa Mudaliar. For 3 years, 
she had regular classes with Malavika and 
Shakuntala (a French dancer), also a dis- 
ciple of Kataimamani V. S. Muthuswami 
Pillat. After coming to India in 1980, 
she studied under Sri Pillai and took less- 
ons. She also learnt Carnatic music under 
Smt Kamakshi Kuppuswamy. The veteran 
Kaianidhi Narayanan (now on a demons- 
tration tour of Fiance by invitation) 
specially coached her in Abhinaya. 

I continued on page 64 ) 
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